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Preface 


fT-^HE    CONSCIENTIOUS    amateur,    starting     with 
nothing  but  enthusiasm  on  his  first  production  of  a  Shakes- 


i; 


pearean  play,  is  quick  to  reaUze  the  need  for  information 
that  will  be  of  immediate  and  direct  use  to  him.  His  first  step  in 
search  of  this  will  lead  him,  almost  inevitably,  to  a  library,  and 
here,  regrettably  enough,  he  may  experience  his  first  setback.  It  is 
not  failure  to  find  the  information  he  seeks,  but  the  overwhelming 
abundance  of  it  that  gives  him  pause. 

What  follows?  Will  he  give  up  all  idea  of  putting  on  the  play 
when,  humbled  and  dismayed,  he  catches  this  first  glimpse  of  how 
much  he  does  not  know?  Or  will  he  snap  defiant  fingers  at  the 
loaded  shelves  and  decide  to  plunge  into  the  job  with  the  text  of 
the  play  alone  to  guide  him? 

The  first  decision  means  a  loss  of  valuable  experience  for  himself 
and  his  prospective  cast  and,  even  more  regrettable,  supplies  one 
more  example  of  erudition  killing  inclination. 

The  second  decision  has  this  at  least  to  recommend  it,  that  an 
attempt  will  be  made  that  cannot  fail  to  bring  a  lively  awareness 
of  the  worth-whileness  of  the  undertaking  to  the  actors  and  producer. 
If  the  results  fail  to  meet  the  standard  of  that  member  of  the 
audience  whose  censure,  according  to  Hamlet,  must  in  the  actors' 
opinion  "o'erweigh  a  whole  theatre  of  others,"  there  is  always  the 
hope  that  the  "others"  will,  with  Theseus,  think  that  "never  any- 
thing can  be  amiss  when  simpleness  and  duty  tender  it." 

Our  bewildered  would-be  producer  is  still  in  the  stacks,  but  let 
us  imagine  that,  while  our  backs  were  turned,  he  has  been  reading 
and  has  been  lucky  enough  to  come  across  these  three  facts:  that 
the  plays  of  Shakespeare  were,  for  the  most  part,  written  (i)  for  one 
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particular  type  of  theater,  (2)  for  one  particular  group  of  actors, 
and  (3)  for  a  popular  audience  from  whom  a  satisfactory  box-office 
return  might  be  expected !  Now,  suddenly,  he  knows  what  he  wants 
to  know  and  why  he  wants  to  know  it. 

He  wants  to  know  what  the  theater  was  like  that  Shakespeare  had 
in  mind  when  he  was  writing  the  plays.  And  he  wants  to  know  because 
the  answer  to  this  inquiry  may  solve  the  problems  of  staging  stated 
or  implied  in  the  text.  In  spite  of  the  fact  that  these  plays  have  been 
performed  on  almost  every  known  type  of  stage  during  the  last 
three  hundred  and  fifty  years,  isn't  it  possible  that  only  on  the  stage 
for  which  they  were  written  can  their  uninterrupted  tempo  and  certitude 
of  performance  be  realized? 

These  plays  were  written  to  fit  a  group  of  actors  whose  capa- 
bilities and  types  were  known  to  Shakespeare;  surely,  therefore,  it  is 
reasonable  for  the  producer  of  today  to  wish  to  know  something  of 
these  men — their  training,  their  acting  ability,  and,  if  possible, 
their  physical  appearance.  Isn't  there  a  chance  here  of  catching  a 
hint  as  to  the  style  of  delivery,  characterization,  and  technique  of  business 
and  movement? 

What  attracted  an  audience,  composed  largely  of  the  illiterate, 
to  return  to  the  theaters  of  Elizabethan  London  again  and  again 
to  support  plays  of  a  standard  never  reached  before  or  since  on  the 
English  stage?  Apart  from  the  appeal  made  to  the  ear  by  magnifi- 
cent and  exquisite  poetry,  what  music  delighted  them?  What  appeal 
was  made  to  their  eyes  by  way  of  setting  and  costume?  What  skill 
and  energy  of  movement  excited  them?  What  illusions  astounded 
them? 

As  a  one-time  dismayed  producer  in  the  stacks  I  have  attempted 
in  this  book  to  put  before  those  who  make  similar  attempts  at 
inquiry  all  that  pertains  to  those  aspects  of  Elizabethan  staging 
that  will  be  of  direct  use  to  them.  I  have  tried  to  bring  together 
under  one  cover  the  gathered  facts  and  conjectures  of  the  most  out- 
standing Shakespearean  scholars,  not  to  save  time,  be  it  under- 
stood, but,  rather,  to  supply  the  scholar-player's  immediate  need 
while  pointing  to  the  fields  of  further  inquiry  in  which  he  may 
browse  at  his  own  pace  in  his  own  good  time. 

Cegile  de  Banke 
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Author's  Note 


T[HE  SCHOLAR  who  has  decided  that  in  Shakespeare 
the  poet  transcends  the  dramatist  argues  that  in  his  plays 
the  subtly  implicit  imagery,  the  connotative  overtones,  the 
packed  condensation  conveyed  in  more  or  less  unfamiliar  grammar 
and  vocabulary  can  never  be  fully  appreciated  or  even  compre- 
hended in  the  swift  verbal  projection  of  the  actor. 

"How,"  he  asks  with  a  touch  of  pedagogic  superiority,  "can  the 
actor  be  expected  to  know  the  psychological  complexities  that  affect 
human  behavior  and  the  reactions  of  character  to  the  force  of  ex- 
ternal events  that  are  implied  in  these  plays?  Only  the  most  pains- 
taking analysis  by  the  scholar  of  scenes,  lines,  even  single  words,  can 
uncover  these."  And  finally,  waxing  a  little  waspish,  "How  can  the 
magnitude  of  human  experience,  encompassed  here,  be  revealed  by 
the  mediocre  intelligence  of  the  average  actor?" 

Stung  by  all  this  the  actors  might  reply,  "These  plays  were 
created  solely  for  stage  presentation.  Only  in  the  theater,  where 
they  belong,  can  the  tremendous  impact  of  their  dramatic  power 
be  felt.  To  evaluate  them  from  the  printed  page  is  comparable  to 
estimating  Beethoven's  Ninth  Symphony  from  the  musical  score. 
You  see  Falstaff  in  your  mind's  eye;  come  to  the  theater  and  see 
him  in  the  flesh.  The  mind's  eye  was  good  enough  for  the  remem- 
bered likeness  of  a  dead  king,  but  if  Hamlet  had  not  seen  the  ghost 
of  that  king  there  would  have  been  no  play."  And  so  it  has  gone 
on — on  one  side  the  scholar  reading  and  analyzing  the  poet 
Shakespeare,  in  solitude;  on  the  other,  the  actor  passionately 
identifying  himself  with  the  actor-director-playwright  Shakespeare, 
among  the  crowds  and  clamor. 
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Now,  as  one  standing  where  there  is  a  fine  view  of  the  campus  on 
one  side  and  of  the  playhouses  on  the  other,  I  watch,  with  satis- 
faction, the  subsiding  of  all  this  wasteful  recrimination.  For  many 
years  events  have  tended  to  break  through  lines  of  demarcation 
and  to  lessen  prejudices  and  antagonisms. 

From  the  universities  have  come  such  men  as  Harley  Granville- 
Barker  and  Sir  Frank  Benson,  who  have  brought  scholarly  distinc- 
tion to  the  professional  stage. 

In  1938,  the  students  of  the  Yale  University  Department  of 
Drama,  of  which  the  distinguished  drama  historian  Allardyce 
NicoU  was  then  the  chairman,  constructed  a  reproduction  of  an 
Elizabethan  stage  within  the  Yale  University  Theatre.  On  this 
stage  during  the  academic  year  1938- 1939,  candidates  for  the 
M.F.A.  produced  a  series  of  plays  of  the  period.  In  1941,  a  memor- 
able production  of  the  full-length  Hamlet  was  staged. 

At  the  University  of  Illinois,  Elizabethan  plays  are  being  pre- 
sented on  a  reproduction  of  Shakespeare's  Globe,  as  recently  recon- 
structed by  that  eminent  scholar,  John  Cranford  Adams,  in  his 
book  The  Globe  Playhouse.  Inspired  by  this  same  book,  Ronald 
Watkins  and  Maurice  Percival  in  England  are  producing  Shakes- 
peare at  Harrow  with  a  correctness  and  distinction  that  the  pro- 
fessional theater  is  watching  with  respect.^ 

It  is  true  that,  while  there  are  still  scholars  and  actors  of  Shakes- 
peare's plays  who  are  not  completely  reconciled,  they  are  at  least 
willing  to  exchange  a  mutual  nod  of  recognition  of  each  other's 
endeavors  and  achievements.  In  the  meantime  there  are  the  young 
amateur  actors  coming  from  university  and  college  theater  work- 
shops whose  scholarly  knowledge  and  trained  acting  ability  are 
likely  to  bridge  the  gulf  completely,  combining  and  exemplifying, 
as  they  do,  the  best  of  both  approaches  in  a  new  type  of  interpreter 
— to  wit,  the  scholar-player. 

This  book  is  dedicated  to  a  specific  band  of  scholar-players,  but 
they  may  be  considered  as  representing  all  such  groups  who  seek 
to  present  the  plays  of  Shakespeare  in  a  manner  that  reflects  the 
very  age  and  body  of  his  time. 

I.  Since  the  writing  of  this  book  Ronald  Watkins's  admirable  work,  On  Producing 
Shakespeare^  with  delightful  illustrations  by  Maurice  Percival,  has  been  published  in 
London  by  Michael  Joseph. 
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CHAPTER      1 

Elizabethan  &  Jacobean  Staging  of 
Shakespeare's  Plays 


There  was  nothing  that  Shakespeare  and  his  players  wanted 
to  do  that  they  could  not  do;  their  stage  was  an  instrument 
magnificently  equal  to  every  demand  that  could  be  made 
upon  it. 

John  Drinkwater,  Great  Lives 


IT  IS  USUALLY  with  surprise  that  we  learn  how  much  is 
known  of  the  Elizabethan  repertory  theater.  We  know,  for 
instance,  the  place,  name,  and  date  of  the  building  of  all  but 
one  of  the  professional  theaters  that  existed  during  Shakespeare's 
lifetime,  and  a  good  deal  about  the  innyards  which  served  inter- 
mittently as  theaters  before,  during,  and  after  Shakespeare's  profes- 
sional career  in  London.  We  know,  from  contemporary  maps  and 
"views"  of  London,  the  appearance  of  the  exteriors  of  four  of  the 
public  playhouses,  and  there  are  extant  four  illustrations  of  inte- 
riors— although  it  is  doubtful  if  any  of  these  latter  give  us  an  au- 
thentic reproduction  of  the  type  of  stage  for  which  Shakespeare 
wrote  his  plays.  Finally,  we  know  the  admission  charges  and  re- 
ceipts; the  seating  and  standing  accommodation  for  the  audience; 
the  most  important  personnel  of  Shakespeare's  acting  company; 
and  something  of  the  playwrights,  landlords,  lessees,  managers, 
and  financial  backers  of  most  of  the  London  theaters  of  the 
day. 

Of  the  physical  construction  of  the  stage  itself  we  know  least,  but, 
from  the  wealth  of  scholarly  deduction  that  has  resulted  from  care- 
ful study  of  documentary  evidence,  it  has  been  possible  to  arrive  at 
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a  fairly  definite  idea  of  its  component  parts,  and  thence  to  an  as- 
sembling of  those  parts  into  a  stage  that  meets  all  the  production 
needs  indicated  in  Elizabethan  plays. 

Often  as  Shakespeare  must  have  chafed  at  the  inadequacy  of  this 
theater  to  supply  the  vast  spectacles  that  his  imagination  saw — as 
he  did  in  Henry  V,  1,1  — ^yet,  on  the  whole  he  must  have  found  it  work- 
able. It  remained  for  his  wonderful  sense  of  "good  theater"  to  make 
it  a  vehicle  for  practical  and  theatrical  effectiveness. 

In  all  the  thousand  years  of  English  stage  history,  that  of  1576  is 
the  most  significant.  This  was  the  year  that  saw  the  first  permanent 
professional  theater  built  in  England — indeed,  the  first  public 
theater  in  all  Europe.  The  builder  was  James  Burbage.  As  a  one- 
time carpenter  turned  actor,  and  at  this  time  manager  of  an  excel- 
lent band  of  actors,  Burbage  was  particularly  qualified  to  build  a 
playhouse  for  the  delight  of  the  public  and,  at  the  same  time,  to 
provide  efficient  headquarters  for  a  company  of  players.  His  pro- 
fessional experience  provided  an  understanding  of  the  needs  of 
audience  and  actors,  and  his  carpenter's  skill  enabled  him  to  con- 
struct a  building  to  meet  those  needs. 

There  is  much  to  be  said  for  the  pluck  and  sagacity  of  Burbage, 
for  the  undertaking  called  not  only  for  expenditure  of  his  entire 
savings  from  years  of  hard  work  and  fitful  fortunes,  but  also  involved 
the  entire  fortune,  down  to  wearing  apparel,  of  his  brother-in-law, 
John  Brayne.  It  is,  of  course,  possible  that  the  enterprise  might 
never  have  gone  beyond  the  stage  of  wishful  thinking  had  not 
circumstances  forced  it  into  actuality. 

Events  Leading  to  the  Building  of  the  Theater 

Up  to  1576,  a  convenient  place  in  which  to  present  their  art  had 
been  the  professional  actors'  most  pressing  need.  Apart  from  the 
Great  Halls  of  the  houses  of  the  nobility,  where  they  played  very 
infrequently,  the  players  found  few  places  suitable  and  none  ade- 
quate for  their  purpose.  The  reputable  troupes  under  the  patronage 
of  the  nobility  met  with  abuse  and  prohibitions  in  the  provinces, 
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and,  had  diey  not  worn  the  livery  of  their  patrons  and  carried 
letters  of  guarantee,  it  is  doubtful  if  they  would  have  found  even  the 
makeshift  accommodation  of  schools,  town  halls,  market  halls,  and 
even  village  greens  so  grudgingly  allowed  them.  The  troupes  in 
London  were  in  even  worse  plight:  they  were  compelled  to  use  the 
yards  of  inns  for  the  presentation  of  their  plays. 

The  square  yards,  surrounded  on  three,  and  often  four,  sides,  by 
the  walls  of  the  inns,  were  primarily  for  the  use  of  carriers  with  their 
teams  and  wagons,  and  only  on  those  days  when  they  had  returned 
to  the  country  to  restock  produce  or  pick  up  goods  for  carriage  were 
the  innyards  available  to  the  actors.  Frequently,  the  innyards  would 
be  closed  to  the  actors  by  civil  authority  as  a  precautionary  measure 
against  the  spread  of  the  plague,  which  raged  with  virulence  during 
the  summer  and  intermittently  throughout  the  rest  of  the  year. 
Added  to  these  inconveniences,  the  audience,  which  included  the 
drunken  and  dissolute  hangers-on  of  the  inn  bars  and  taprooms,  not 
infrequently  created  such  disturbances  that  the  actors  were  brought 
into  ill  repute  with  the  Common  Council.  Not  that  this  seems  to 
have  caused  them  concern,  for  there  is  no  doubt  that  royal  and 
aristocratic  patronage  had  caused  the  actors  to  be  contemptuous  of 
civil  threats  and  penalties.  In  1573,  however,  the  Puritans  suc- 
ceeded in  electing  a  Lord  Mayor  and  in  securing  control  of  the 
Board  of  Aldermen,  with  the  result  that  the  actors  found  themselves 
facing  not  only  restrictions  that  were  part  of  legitimate  reforms  for 
the  maintenance  of  order  and  the  protection  of  health,  but  also  a 
fanatical  moral  prejudice  against  everything  connected  with  the 
performance  of  plays.  At  a  meeting  of  the  Common  Council  on 
December  6,  1564,  a  special  ordinance^  was  passed  which  included 
a  censorship  of  plays,  compulsory  licensing  of  inns  and  proprietors 
of  inns  where  plays  were  performed,  the  closing  of  "playing-places" 
during  the  hours  of  church  services  and  ''^at  any  other  time  thought  jit,'''' 
the  power  to  revoke  the  licenses  of  the  inns,  and  the  power  to  exact  a 
big  amusement  tax  from  the  innkeeper  for  the  support  of  the  poor. 

I.  Full  details  of  the  Act  can  be  studied  in  "Documents  of  Control,"  to  be  found  in 
Chambers,  (Sir)  Edmund  K.,  The  Elizabethan  Stage,  Vol.  IV,  Appendix  D. 
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The  severity  of  this  ordinance  forced  the  actors  to  two  decisions: 
they  must  find  a  place  other  than  the  inns  in  which  to  give  their 
performances,  and  the  place  must  be  in  a  locality  that  was  not  under 
control  of  the  Common  Council.  The  idea  of  building  their  own 
"playhouse"  may  have  come  from  Burbage.  At  any  rate  it  fell  to  his 
lot  to  raise  funds  and  to  find  a  suitable  location  in  which  to 
build. 

In  selecting  a  site,  James  Burbage  had  four  choices.  There  were 
two  areas  in  the  City  itself  which  were  free  from  interference  from 
the  Common  Council.  Known  as  the  "liberties,'*  these  were  the 
partially  ruined  monasteries  with  their  grounds  that  had  originally 
belonged  to  the  White  Friars  and  the  Black  Friars  before  their  con- 
fiscation by  the  Crown  during  the  Reformation.  Outside  the  City 
walls  were  two  other  areas,  one  to  the  south,  across  the  Thames, 
known  as  "the  Clink"  on  Bankside,  and  one  to  the  north,  known  as 
"the  Liberty  of  Holywell."  It  was  in  this  last,  in  April,  1576,  that 
Burbage  leased  a  site.  Not  only  was  this  location  cheaper  than  the 
other  three,  but,  being  adjacent  to  the  recreation  grounds  of  Fins- 
bury  Fields,  it  had  the  advantage  of  being  associated  with  pleasure 
seeking  and  holidaymaking.  Here  he  erected  a  building  that  was  to 
be  used  exclusively  for  the  purpose  of  popular  entertainment;  that 
was  to  be  a  repository  for  costumes,  properties,  and  scripts  of  plays; 
and  that  was  to  be  headquarters  for  his  company  of  actors.  Here, 
by  the  autumn  of  1576,  although  the  building  was  by  no  means 
complete,  the  actors  were  presenting  plays. 

Influences  Determining  the  Architectural  Plan 
OF  THE  Theater 

When  Burbage  started  to  plan  his  playhouse,  he  had  two  sources 
of  information  from  which  to  draw  ideas.  One  consisted  of  the 
known  features  that  had  been,  for  hundreds  of  years,  effective  in 
the  presentation  of  any  kind  of  spectacle,  whether  religious,  military, 
or  civic;  and  the  other,  the  structural  elements  in  public  and  private 
buildings  in  which  actors  had  performed  up  to  this  time  and  which 
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they  had  found  to  be  theatrically  effective.  Combining  the  best  from 
both  sources,  Burbage  built  a  theater  that  served  as  a  model  for  all 
those  built  in  London  in  the  next  eighty-seven  years  and  which 
determined,  to  a  surprising  extent,  the  structural  plans  of  theaters 
down  to  our  own  times.  The  Theater,  as  it  was  called,  was  an 
instant  success,  and  a  very  short  time  later  another  playhouse,  the 
Curtain,  rose  in  its  immediate  neighborhood.  This  proving  equally 
successful,  others  followed  in  quick  succession.  Before  Shakespeare 
retired  to  Stratford  in  or  about  1611,  there  were  no  less  than 
thirteen  playhouses  in  the  small  metropolis,  to  say  nothing  of  the 
five  innyards  which  continued  to  serve  as  winter  quarters  for  many 
acting  companies,  including  Shakespeare's  own. 

In  1 599,  the  ground  lease  of  the  Theater  ran  out,  and  it  says  much 
for  the  soundness  of  its  structure  that,  after  it  was  dismantled,  its 
sturdy  timbers  were  used  in  the  erection  of  a  new  theater  on  the 
south  side  of  the  Thames.  This  theater,  built  in  the  Clink  on  Bank- 
side,  was  none  other  than  the  famous  first  Globe.  ^ 

In  1599,  William  Shakespeare,  Will  Kempe,  John  Heminges, 
Augustine  Phillips,  Thomas  Pope,  and  the  two  sons  of  James 
Burbage,  Richard  and  Cuthbert,  had  formed  themselves  into  a 
syndicate  to  finance  the  erection  of  the  Globe  playhouse  and  had 
employed  Master  Builder  Peter  Streete  to  carry  out  its  construc- 
tion. With  the  exception  of  Cuthbert  Burbage,  all  the  members  of 
the  syndicate  were  actors,  and,  under  the  circumstances,  it  is  safe 
to  guess  that  the  Globe  stage  met  all  the  requirements  of  Shake- 
speare and  his  fellows.  Not  only  were  they  in  a  position  to  demand 
what  they  wanted,  but  they  could  actually  supervise  the  construc- 
tion of  the  acting  area,  an  opportunity  afforded  to  few  actors,  and 
one  of  which  they  doubtless  took  full  advantage. 

Up  to  1 599,  Shakespeare  was  writing  plays  for  the  type  of  stages 
he  found  in  innyards,  in  the  Theater,  and,  possibly,  in  the  Curtain. 
But  with  the  building  of  the  Globe  with  a  stage  practically  made  to 
order,  he  could  take  for  granted  more  effective  means  of  stage 

2.  It  was  burned  down  in  161 3  and  replaced  by  what  is  now  known  as  the  * 'second 
Globe." 
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ENTRANCE 

Scale  0  6         12        18        24  Feet 

Reconstructed  plan  of  the  Globe:  first  level.  (From  John  Cranford  Adams,  The 
Globe  Playhouse^  Harvard  University  Press,  Cambridge,  Mass.,  1942.  Courtesy  of 
Dr.  John  Cranford  Adams  and  Harvard  University  Press.) 


production  and  could  call  for  more  elaboration  in  his  stage  direc- 
tions, both  for  new  plays  and  for  revivals  of  old  ones.  He  was  now 
approaching  the  height  of  his  creative  ability,  and  it  was  the  Globe 
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that  saw  the  first  performances  of  his  greatest  plays  and  the  years 
of  his  most  stupendous  productivity. 

For  the  above  reasons  the  following  analysis  of  the  component 
parts  of  a  typical  Elizabethan  theater  will  refer,  in  general,  to  those 
found  in  the  Globe,  and  will  be  based  on  John  Cranford  Adams's 
work.  The  Globe  Playhouse,  which  gives  us  the  benefit  of  his  scholarly 
research  into,  and  judicious  deductions  on,  this  most  famous  of  all 
Elizabethan  theaters. 

Component  Parts  of  the  Elizabethan  Theater — 
Origin  and  Survival 

I.  An  enclosed  space  in  which  to  erect  a  stage  and  nouse  an  audience. 
The  simplest  way  for  a  crowd  to  view  any  spectacle  is  to  get  round 
the  object,  or  objects,  of  their  attention;  hence  the  circular  sites  of 
the  "dancing  grounds"  of  primitive  peoples,  the  circular  form  of 
prehistoric  temples,  such  as  Stonehenge,  and  the  circles  and  semi- 
circles of  the  vast  auditoriums  of  the  Greek  and  Roman  theaters. 

The  Roman  occupation  of  England  saw  the  introduction  of  the 
amphitheater  into  the  country,  and  it  is  possible  that  the  Cornish 
"rounds"  at  Perranzabulo  and  St.  Just,  and  the  amphitheaters  at 
Colchester,  Silchester,  and  Cirincester  exemplify  the  Roman 
influence.^ 

In  medieval  times  not  only  did  the  audience  stand  around  the 
horse-drawn  floats  on  which  short  religious  plays  were  performed, 
but,  we  know,  the  longer  miracle  plays  were  presented  in  the 
Cornish  rounds  with  the  audience  on  all  sides  of  the  performers. 
Burbage,  in  building  the  Theater,  was,  without  doubt,  directly 
influenced  by  the  survival  of  the  amphitheatrical  plan  in  the  struc- 
ture of  the  bearbaiting  rings  on  the  south  side  of  the  Thames.  These 
circular  buildings  ensured  the  seating  of  a  capacity  audience  in  an 
enclosed  area,  and  this  was  sufficient  recommendation  for  the 
adoption  of  the  plan  in  the  building  of  all  except  one  (the  Fortune) 
of  the  Elizabethan  theaters.  The  possibility  that  the  Globe  theater 

3.  It  is  thought  by  some  antiquarians  that  these  were  early  British  remains  of  places 
of  worship  but  that  the  Romans  revived  their  use  for  gladiatorial  spectacles. 


10  STAGING 

was  octagonal  rather  than  circular  is  suggested  by  many  authorities, 
a  suggestion  possibly  based  on  contemporary  pictorial  representa- 
tions. In  further  support  of  the  idea,  John  Cranford  Adams  points 
out  that  straight  beams  rather  than  curved  ones  could  be  used  in  an 
octagonal  structure,  thereby  ensuring  a  more  compact  and  stronger 
building  at  less  cost. 

In  the  Elizabethan  theater,  the  idea  of  the  audience  surrounding 
the  players  persisted  in  a  modified  form.  The  main  part  of  the 
acting  area  consisted  of  a  platform  stage  jutting  out  into  the 
auditorium  round  three  sides  of  which  the  audience  could  gather. 
In  the  wall  behind  the  stage,  as  in  the  innyards,  a  certain  number  of 
spectators  could  be  seated  in  the  balcony  on  the  second  level  of  the 
building.  In  later  theaters,  this  audience  area,  known  as  "the  lords 
room,"  was  incorporated  into  the  acting  area,  and  the  fops  and 
lordlings,  who  had  previously  occupied  it,  sat  on  the  sides  of  the 
stage  itself. 

The  ground  plan  of  the  modern  theater — an  elongated,  horse- 
shoe-shaped auditorium  with  the  stage  across  the  end — is  derived 
from  the  Greek  and  Roman  amphitheater  by  way  of  the  public 
theaters  of  Elizabethan  London. 

2.  Entrances  to  and  exits  from  the  theater  for  audience  and  actors.  If  illu- 
sion, that  indispensable  element  in  dramatic  presentation,  is  to  be 
maintained,  the  less  the  identity  of  the  actor  infringes  on  that  of  the 
character  he  portrays  the  better.  This  was  realized  in  the  classical 
theaters  of  Greece  and  Rome  and  was  no  doubt  responsible  in  part 
for  the  adoption  of  the  conventional  masks  worn  by  all  actors.  But 
the  actor,  particularly  the  leading  actor,  became  an  increasingly 
important  figure  in  his  own  right.  Today  the  "star"  system  actually 
publicizes  the  personal  life,  traits  of  character,  and  idiosyncrasies  of 
personality  of  the  "leading"  man  or  woman  and  deliberately  fosters 
an  interest  in  the  actor  that  far  exceeds  that  in  any  part  he  plays. 
However,  in  one  respect  the  need  for  a  certain  amount  of  illusion  is 
still  realized,  and  this  is  seen  in  the  attempt  to  prevent  any  mingling 
of  audience  and  actor  in  the  theater  itself;  hence  the  isolation  and 
careful  guarding  of  the  stage  door. 
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In  the  innyards  there  was  a  wide  passageway  leading  from  the 
street  to  the  yard,  through  which  the  carters  drove  their  teams, 
and  in  many  of  them  there  was  another  passageway  on  the  opposite 
side  of  the  yard,  making  possible  an  exit  into  another  street.  The 
actors,  on  the  days  when  they  used  the  yard,  would  be  able  to  close 
the  big  door  that  stood  at  the  entrance  of  one  of  these  passageways 
and  use  only  the  small  wicket  door  cut  in  one  side  of  the  big  door. 
In  this  way  they  could  control  the  taking  of  the  entrance  money  as 
the  audience  passed  through  in  single  file.  Furthermore,  by  locking 
both  big  and  wicket  gates  on  the  other  side  of  the  yard,  the  actors 
could  keep  this  entrance  for  their  exclusive  use.  When  the  yard  did 
not  possess  an  exit  passage,  the  actors  doubtless  entered  through  the 
inn  itself. 

Burbage  followed  this  plan  in  the  Theater,  and,  when  that  play- 
house was  dismantled  in  December,  1599,  and  the  timbers  re- 
erected  in  the  building  of  the  Globe,  the  two  doors,  one  for  audience 
and  one  for  actors,  at  opposite  sides  of  the  building  were  main- 
tained. Today  one  exit  for  a  large  audience — it  is  estimated  that  the 
Globe  held  over  two  thousand  persons — would  be  condemned  by 
the  fire  and  public-safety  laws.'* 

The  audience  entering  an  Elizabethan  theater  would  find  them- 
selves in  a  passage  where  the  "gatherer"  stood,  box  in  hand,  to 
receive  the  entrance  fee  of  one  penny  which  was  demanded  of  all 
who  entered,  regardless  of  what  part  of  the  house  they  were  going  to 
occupy.^  In  this  passage,  or  hallway,  on  one  or  both  sides,  staircases 
ran  up  to  the  galleries.  It  is  possible  that  one  short  stairway  on  one 
side  led  to  the  second  gallery,  and  a  longer  one  on  the  opposite 
side  to  a  third  gallery.  At  the  top  of  these  stairways,  gatherers 
waited  to  receive  further  payment  for  the  sitting  or  standing  room 
desired. 

This  general  plan  is  seen  today  in  the  box  office  where  money  is 
paid,  in  the  narrow  door  through  which  people,  passing  one  at  a 

4.  It  is  remarkable  that,  when  the  Globe  caught  fire  in  i6i  3  during  a  performance  of 
Henry  VIII  and  burned  to  the  ground  in  "one  short  hour,"  the  audience  and  actors 
escaped  unharmed. 

5.  Double  the  price  was  demanded  for  the  first  performance  of  a  new  play. 
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time,  give  their  tickets  as  a  check  on  their  payment,  and  in  the 
foyer  beyond,  where  staircases  run  up  to  the  balconies  and  upper 
circles. 

3.  Sitting  and  standing  accommodations  for  the  audience.  A  crowd 
standing  on  level  ground  round  some  focus  of  attention  soon  realizes 
that  visibility  is  possible  only  to  those  standing  in  the  first  few  rows, 
and  some  elevation  is  sought  by  those  behind  these  rows.  In  the 
street,  people  tiptoe,  get  on  each  others'  shoulders,  climb  trees, 
statues,  or  lampposts,  go  up  to  windows  on  higher  levels,  or  occupy 
stands  especially  provided  for  spectators.  The  need  of  elevation  for 
the  audience  was  met  in  the  very  earliest  Greek  theater  by  the 
simple  expedient  of  arranging  the  seating  on  a  hillside,  and,  later, 
when  the  Greeks  came  to  build  their  great  theaters  at  Epidaurus 
and  Athens,  they  continued  to  choose  hillside  sites.  The  Romans,  on 
the  other  hand,  chose  flat  ground  and  built  outer  walls  of  great 
height  with  the  tiers  of  seats  within  rising  from  the  ground  level  to 
the  height  of  the  walls.  This  last  architectural  plan  has  been  the  one 
that  has  persisted  down  to  modern  times. 

In  the  Cornish  theater  at  Perranzabulo  there  are  seven  rows  of 
turf  seats  rising  one  above  the  other  with  a  wide  space  at  the  top 
where  spectators  could  stand. 

The  spectators  of  the  cycle  plays — that  is,  a  privileged  few  on  the 
street  level — were  seated  on  stands,  or  "scaffolds,"^  and,  of  course, 
spectators  also  sat  at  second-  and  third-story  windows  in  buildings 
lining  the  route  of  the  pageants. 

In  1495,  a  stationary  miracle  play  was  performed  in  a  quarry  at 
Shrewsbury,  where,  no  doubt,  the  sloping  sides  offered  excellent 
visibility. 

The  bear  gardens  used  wooden  scaffolds  rising  from  the  level  of 
the  bear  pit  to  somewhere  near  the  height  of  the  outer  walls,  but 
Burbage  in  planning  his  auditorium  was  directly  influenced  by  the 
two  galleries  of  the  innyard,  which  offered  greater  safety  and  com- 
fort, and  his  plan  gave  us  the  tiers  of  seats  on  separate  floor  levels  in 
the  theaters  of  today.  The  bear-garden  seating  survives,  appropri- 
6.  Called  "bleachers'*  in  the  United  States. 
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ately  enough,  in  sports  stadiums,  circuses,  and,  in  part,  in  the 
grandstands  of  racecourses.^ 

In  the  innyard  there  was  no  means  of  seating  anyone  on  the 
ground  level  under  the  first  balcony  as  this  part  of  the  building  was 
taken  up  by  stables,  coach  houses,  harness  rooms,  and  storerooms, 
but  there  is  reason  to  believe  that  stands  were  erected  in  front  of 
these  rooms  at  the  sides  of  the  yard,  and  it  is  here  that  Burbage  may 
have  got  the  idea  of  a  first  gallery  raised  some  few  feet  above  the 
yard  level.  Rising  above  this  first  level  were  second  and  third 
galleries,  and  these,  after  the  fashion  of  second  and  third  stories  in 
Elizabethan  houses,  had  a  "juttey  forwards,"  or  overhang,  of  10 
inches  on  each  level,  which  not  only  served  the  original  purpose  of 
preventing  seepage  of  rain  into  the  uprights  supporting  the  struc- 
ture, but  gave  better  seeing  and  hearing  facilities  to  those  seated 
farther  from  the  stage.  Finally,  the  top  gallery  had  a  thatched^  roof. 
Within  these  galleries  were  tiers  of  benches  with  standing  room  at 
the  highest  level  at  the  back,  and  partitions  of  varying  heights 
divided  the  tiers  into  sections.  The  small  sections  with  high  parti- 
tions immediately  adjacent  to  the  stage  in  the  first  and  second 
galleries  were  known  as  "gentlemen's  rooms,"  while  the  larger  sec- 
tions with  lower  partitions  that  were  farther  from  the  stage  were 
known  as  "two-penny  rooms."  It  is  doubtful  whether  there  were 
"rooms"  of  any  kind  on  the  third  level.  This  third  gallery  and  the 
unpartitioned  parts  of  the  first  and  second  floors  were,  possibly,  the 
"penny"  and  "two-penny"  galleries  often  referred  to.  In  the  modern 
theater,  the  gentlemen's  rooms  have  become  boxes  situated  near 
the  stage  on  the  first-,  second-,  and  even  third-floor  levels,  while  the 
equivalent  of  the  two-penny  rooms  is  to  be  seen  in  the  boxes  running 
round  the  second  balcony  in  opera  houses  such  as  the  Metropolitan 
Opera  House  in  New  York  and  Covent  Garden  in  London,  and  in 
the  boxes  at  the  back  of  the  dress  circle  in  some  provincial  theaters 
in  England. 

7.  Amphitheatral  seating  is  to  be  found  in  a  few  small  repertory  theaters  in  England 
and  Germany,  and  is  an  essential  feature  of  the  auditoriums  of  the  arena  theaters  of 
today. 

8.  In  the  later  theaters,  as  a  fire-prevention  measure  the  thatch  was  replaced  by  tile. 
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The  first  gallery,  which  seems  to  have  been  about  thirty  inches 
above  the  floor  of  the  yard,  had  wooden  palings  with  spikes  on  the 
top  to  prevent  the  people  in  the  yard  from  climbing  over.  This 
gallery  was  entered  from  the  yard  by  means  of  small  flights  of  steps, 
placed,  possibly,  between  the  various-priced  sections.  But  in  view  of 
the  need  for  the  palings,  we  must  conclude  that  these  entrance 
steps  could  be  closed  ofT  by  small  gates  just  before  the  play 
started.® 

The  open  space  below  the  first  gallery  was  still  called  the  "yard," 
as  it  had  been  in  the  inns.  Halfway  across  this  space  the  platform 
stage  projected,  and  here,  surrounding  it  on  three  sides,  the  poorer 
patrons  stood  throughout  the  performance,  exposed  to  rain  and 
shine.  It  is  possible  that  in  the  yard  itself  the  amphitheater  survived 
in  a  modified  form,  for  John  Cranford  Adams  contends  ^°  that  the 
brick-paved  yard  sloped  down  to  the  stage  on  all  three  sides,  thus 
allowing  the  audience  seated  in  the  first  gallery  to  see  over  the 
heads  of  the  audience  standing  in  the  yard,  and,  furthermore, 
facilitating  drainage  after  rainstorms,  supposing  that  there  was  a 
sink  at  the  lowest  level.  The  yard  area  has  become  the  orchestra 
stalls,  stalls,  pit  stalls,  and  pit  of  the  modern  English  theater.  In 
most  theaters  the  floor  of  the  auditorium  still  slopes  down  to  the 
stage,  but  the  audience  is  now  seated,  and,  instead  of  the  "ground- 
lings" and  "stinkards"  of  the  yard,  who  paid  only  a  penny  to  see 
the  performance,  we  have  the  more  exclusive  members  of  the 
audience  occupying  these  seats,  which,  together  with  those  in  the 
boxes,  are  the  most  highly  priced  in  the  house. 

4.  Platform  stage.  George  Bernard  Shaw  once  said  that  the  first 
actor  was  the  man  who  conceived  the  idea  of  standing  on  an  up- 
turned bucket  to  address  his  fellow  men.  He  realized,  Shaw  ex- 
plained, that  by  elevating  and  isolating  himself  at  the  same  time, 
he  obtained  the  attention  that  his  ego  demanded. 

Apart  from  the  physical  necessity  of  being  seen  and  heard,  the 

9.  These  gates  are,  I  think,  indicated  in  De  Witt's  drawing  of  the  Swan. 

10.  Adams,  John  Cranford,  The  Globe  Playhouse^  pp.  37-41. 


Dr.  John  Cranford  Adams's  model  of  the  Globe  playhouse,  now  in  the  Folger 
Shakespeare  Library,  Washington,  D.  C.  (Courtesy  of  Dr.  John  Cranford 
Adams.) 


Two  views  of  Dr.  John  Cranford  Adams's  model  of  the  Globe.  (Courtesy  of  Dr. 
John  Cranford  Adams.) 
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psychological  value  of  elevation  was  realized  from  earliest  times  and 
was  first  used  by  priests  for  ritualistic  purposes.  The  hill  or  rock 
used  for  the  purpose  later  became  the  elevated  chancel  and  altar 
platform,  and  these,  in  turn,  served  as  a  stage  for  the  first  liturgical 
dramas  of  the  tenth  century. 

The  stage  of  the  Greek  theater  was  a  platform  running  across  one 
end  of  the  amphitheater,  and  it  was  here  that  the  actor  spoke  his 
lines  while  the  chorus  chanted  and  danced  in  the  circular  "orches- 
tra" below.  In  the  Roman  theater  this  stage  was  very  much  deeper 
and  the  orchestra  became  a  half  circle.  A  survival  of  this  is  seen  in 
the  curved  orchestra  pit  of  many  modern  theaters. 

The  pageants  of  the  medieval  cycle  plays  were  two  stories  high. 
The  lower  level  was  enclosed  and  used  for  a  dressing  room;  thus 
the  stage  on  the  upper  level  had  considerable  elevation.  Something 
of  the  effect  of  this  may  be  seen  in  the  Punch  and  Judy  show.  Again, 
street  theaters  (stationary  floats)  had  to  have  considerable  elevation 
in  order  to  be  on  a  level  with  the  horse-mounted  monarch  or  the 
distinguished  visitor  in  whose  honor  they  were  erected. 

There  are  many  types  of  platforms  shown  in  extant  pictures  of 
outdoor  performances  by  strolling  players,  but  the  one  most  fre- 
quently depicted  is  that  which  was  made  by  resting  boards  on 
barrels.  In  the  innyards  there  may  have  been  a  permanent  platform 
at  one  end  for  the  use  of  the  carriers  in  unloading  their  wagons,  but 
it  is  more  likely  that  the  temporary  stage  of  the  board-and-barrel 
type  had  to  be  erected  whenever  the  players  gave  a  performance. 
This  movable  type  of  stage  continued  in  those  theaters  that  were 
not  used  exclusively  for  dramatic  performance,  since  they  could  be 
easily  dismantled  whenever  the  whole  yard  at  the  ground  level  was 
needed  for  other  types  of  entertainment — animal  shows  and  fencing 
demonstrations  being  cases  in  point.  The  theaters  used  exclusively 
for  dramatic  performances  built  stages  that  were  permanent  and 
that  were  far  more  complicated  in  structure.  The  Globe  stage  was, 
it  has  been  established,  43  feet  wide,  29  feet  deep,  and  4  feet  5  inches 
in  height,  and  projected  halfway  into  the  area  of  the  yard.  The  ex- 
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treme  width  may  be  accounted  for  by  the  fact,  already  stated,  that 
the  best-paying  patrons  occupied  the  sides  of  the  stage.  To  offset  this 
width  it  is  possible  that  the  platform  tapered  towards  the  front  and 
so  did  not  take  up  as  much  yard  space  as  would  at  first  appear. 
This  stage  was  boarded  in  below,  topped  by  a  low  railing,  and 
covered,  in  part,  by  rushes,  later  replaced  by  matting. 

5.  Traps.  Machinery  for  raising  demoniac  personages  from  "be- 
low," ^^  which  had  been  such  a  popular  feature  of  the  medieval 
stage,  was  an  indispensable  part  of  Elizabethan  production,  and 
stage  directions  in  plays  of  the  time  indicate  that  there  were  as 
many  as  five  traps  in  some  platform  stages,  a  small  one  at  each  of 
the  four  corners,  capable  of  carrying  one  person,  and  one  long 
narrow  one  across  the  center  which  could  bear  as  many  as  eight 
persons  and,  at  the  same  time,  elaborate  and  heavy  properties. 
The  noise  of  the  elevating  machinery  must  have  been  considerable, 
for  we  find  that  the  use  of  traps  was  always  accompanied  by 
"music,"  "thunder,"  blasts  from  wind  instruments,  or  rolling  of 
drums.  Trap  doors,  or  "star  traps,"  are  still  to  be  seen  on  the  British 
stage,  but  their  use  is  limited  almost  exclusively  to  pantomime 
productions. 

6.  Background  for  the  stage  with  entrance  and  exit  doors.  The  first  back- 
ground known  in  the  history  of  the  stage  seems  to  have  been  a  small 
wooden  hut  erected  behind  the  orchestra  of  the  Lycurgos  Theater 
of  Dionysus  in  465  B.C.  In  425  B.C.,  this  was  replaced  by  a  stone 
fagade  of  a  supposed  temple  or  palace.  As  time  went  on,  this  back- 
ground, or  "j-te^"  as  it  was  called,  became  more  and  more  deco- 
rative, until,  in  the  Roman  theater  at  Aspendos,  we  see  the  height 
of  elaboration  in  the/ro/zj  scaenae  of  the  classic  theater. 

When  medieval  drama  moved  from  the  interior  of  the  church  to 
the  great  West  Door,  the  large  center  door,  flanked  on  either  side 
by  the  two  smaller  doors,  was  used  as  a  background ;  and  when  the 

II.  It  is  interesting  to  note  that  the  Greek  theater  at  Eretria  and  the  Cornish  round 
at  Perranzabulo  both  have  an  underground  passage  leading  from  the  side  to  the  center, 
where  a  pit  no  doubt  represented  the  entrance  to  the  underworld  in  classical  times,  and, 
in  the  C£isc  of  the  Cornish  theater,  "hell's  mouth"  in  medieval  times. 
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next  step  was  taken  and  drama  moved  into  the  street,  the  wagon 
stages  of  the  street  theaters,  although  open  on  three  sides,  often 
had  as  background  a  scenic  fagade  of  columns  framing  three  cur- 
tained alcoves.  It  is  possible  that  Burbage,  as  a  carpenter,  often 
helped  to  build  such  stages,  and  he  was  also  no  doubt  familiar  with 
the  curtained  alcove  stage  used  in  the  universities  for  classic 
tragedies  and  with  the  row-of-shops  background  used  in  classic 
comedy.  ^^ 

Another  type  of  background  with  which  Burbage  was  familiar 
was  the  wonderful  carved  "screen"  with  its  two  big  doors  situated 
at  one  end  of  the  Great  Hall  in  the  houses  of  the  nobility,  the  uni- 
versities, and  the  Inns  of  Court,  where  he  and  his  fellows  occasion- 
ally presented  their  plays.  Small  wonder  then  that  when  he  came  to 
build  his  theater  he  used  as  a  background  to  his  platform  stage  a 
fagade  which,  although  in  part  determined  by  the  three  galleries 
of  the  auditorium,  resembled  a  three-storied  Elizabethan  house 
topped  by  a  gabled  attic  rising  above  the  roof  of  the  third  gallery, 
and  that  he  had  on  the  ground  floor — that  is,  the  stage  level — in 
either  end  of  this  fagade  two  doors  (having  small  barred  win- 
dows, or  wickets),  and  between  them  a  curtained  alcove  (see 
page  8). 

A  glance  at  John  Granford  Adams's  diagrams  comparing  the 
Theater  of  1576  with  the  Globe  of  1599  (page  18)  shows  the 
expansion  of  the  background  in  the  latter  to  include  the  two  sloping 
sides  of  the  octagon  adjacent  to  either  end  of  the  stage.  This  ac- 
counts for  the  alteration  in  the  position  of  the  doors,  which,  instead 
of  being  on  a  line  with  each  other,  as  they  had  been  in  the  Theater, 
were  situated  in  the  extended  sides  at  the  Globe  and  so  actually 
faced  one  another. 

These  two  doors  were  a  traditional  part  of  the  British  stage  until 
recent  times.  Long  after  they  ceased  to  be  of  practical  use  they 
flanked  the  modern  picture-frame  stage,  and  were  even  used  as  a 

12.  An  interesting  survival  of  this  "shop"  background  for  comedy  is  the  act  drop 
painted  to  represent  a  street  of  mean  shops  and  houses  used  as  a  background  for 
comedians  on  the  EngUsh  music-hall  (vaudeville)  stage. 
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Stage  Door 


Evolution  of  the  platform  and  tiring  house:  first  level.  Theater  (1576)  and  Globe 
(1599)  plans  compared.  (From  Adams,  The  Globe  Playhouse.  Courtesy  of  Dr.  John 
Cranford  Adams  and  Harvard  University  Press.) 


decorative  device  in  the  proscenium  itself.  The  survival  of  these 
doors  both  for  architectural  decoration  and  for  practical  use  is 
evident  in  the  Memorial  Theatre  at  Stratford-on-Avon. 

7.  Curtained  alcove.     The  signifying  of  place  on  the  English  stage 
was,  in  the  beginning,  simple  and  unaided  by  scenery  as  w^e  think 
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of  it  today.  In  Church  drama,  acceptably  enough,  the  rood  loft 
was  Heaven,  the  altar  steps  or  chancel,  Earth,  and  the  crypt.  Hell. 
For  other  localized  scenes,  such  as  rooms  in  the  houses  of  certain 
characters  or  council  halls  in  palaces,  spaces  between  the  pillars  of 
the  nave  were  curtained  and  a  definite  place  could  be  suggested. 
Unlocalized  places,  such  as  "on  the  road,"  or  "in  a  street,"  were 
indicated  by  the  simple  expedient  of  walking  in  the  nave  or  in  un- 
curtained spaces  between  the  pillars.  ^^  This  method  of  presenting 
localized  and  unlocalized  scenes  was  adopted  in  the  cycle  plays, 
where  each  pageant  represented  a  definite  place,  the  action  of  the 
play  in  unlocalized  scenes  taking  place  in  the  street  below.  Again  in 
the  arena  stage  of  the  longer  stationary  miracle  plays,  a  series  of 
platforms,  both  curtained  and  uncurtained,  was  erected  in  a  circle 
and  represented  definite  locations,  while  the  unlocalized  scenes  were 
played  in  the  open  spaces  between.  On  the  university  stages,  the 
curtained  alcoves  were  labeled  with  names  of  persons  who,  sup- 
posedly, occupied  the  houses,  shops,  or  palaces  of  the  alcoves  repre- 
sented. In  these  alcoves,  localized  scenes  took  place,  the  unlocalized 
scenes  taking  place  on  the  platform  in  front  of  the  closed  curtains 
of  the  alcoves.  In  the  street  theaters,  a  curtained  alcove  in  the  center 
of  the  scenic  background  was  frequently  used  for  the  purpose  of 
revealing  a  figure  or  figures  against  an  interior  background. 

That  Burbage  was  familiar  with  most  of  these  types  of  staging  is 
substantiated  by  the  fact  that,  when  he  came  to  build  his  own 
theater,  he  combined  and  adapted  them  into  a  satisfactory  and 
effective  whole,  the  outer  platform  stage  being  used  for  unlocalized 
scenes  and  a  curtained  alcove  at  the  back  of  the  platform,  together 
with  that  part  of  the  stage  adjacent  to  it,  which  we  shall  call  the 
"middle  stage,"  for  localized  scenes. 

The  measurements  of  the  inner  stage  at  the  Globe  have  been 
estimated  as  20  to  25  feet  wide,  10  to  12  feet  deep,  and  12  feet  high. 

13.  A  survival  of  this  custom  is  to  be  found  in  the  Quarto  2  stage  directions  for 
Romeo  and  Juliet,  I,  4.  Benvolio  calls,  "Strike  drum."  Then  follows:  "They  march  about 
the  Stage  and  Servingmen  come  forth  with  Napkins."  This  shows  that,  while  the 
masquers  were  marching  round  the  forestage  on  their  way  to  the  house  of  the  Capulets, 
the  preparations  for  the  ball  and  banquet  of  the  following  scene  were  taking  place 
at  the  same  time  on  the  middle  and  inner 
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This  alcove,  according  to  John  Cranford  Adams,  resembled  a  room 
with  a  window  in  the  back  wall  to  the  audience's  left,  a  door  to  the 
right  which,  when  open,  revealed  the  foot  of  a  staircase  leading  to 
the  second  story,  and  a  curtained  alcove  in  the  center  (see  page  47). 
It  will  be  seen  that  this  arrangement  resembles  the  box  set  of  the 
modern  theater,  but  instead  of  side  walls  the  Elizabethan  set  had 
curtains  with  an  overlap  wide  enough  to  enable  an  eavesdropper  to 
listen  to  characters  speaking  on  the  inner  stage.  The  curtains  in 
front  of  the  inner  stage,  of  the  rod-and-ring  type,  ranged  from  silk 
tapestries  in  the  indoor,  or  ''private,"  theaters  to  imitation  tapestry 
painted  on  cloth  in  the  cheaper  public  theaters.  The  latter  survives 
in  the  painted  act  drop  still  to  be  found  in  many  provincial  theaters. 
The  predominant  color  of  this  curtain  had  a  symbolic  significance, 
it  is  believed,  being  blue  when  comedy  was  presented,  and  black  or 
somber  color  when  the  play  was  a  tragedy  (see  page  64  and 
chart  on  page  157).  There  seem  to  have  been  rods  running  from  the 
front  to  the  back  of  the  inner  stage  on  which  curtains,  "traverses," 
could  be  hung  when  the  localized  scene  represented  a  row  of  shops, 
adjacent  rooms,  or  tents,  etc. 

Behind  this  curtain  the  "hired  men"  brought  on  properties  and 
set  the  interior  scenes  while  the  play  continued  on  the  outer  or 
middle  stages.  When  the  curtains  were  drawn,  the  interior  scene 
was  played  entirely  in  this  alcove,  provided  that  few  characters 
were  introduced.  When  the  scene  involved  many  characters  in  a 
supposedly  large  room  or  hall,  then  a  few  appropriate  properties 
placed  on  the  middle  stage  could,  when  the  inner-stage  curtains 
were  opened,  link  the  two  stages  into  one.  This  double  stage  would 
be  used,  for  instance,  in  the  ballroom  scenes  in  Romeo  and  Juliet  and 
Much  Ado  about  Nothing,  and  in  the  trial  scenes  in  The  Merchant  of 
Venice,  The  Winter^ s  Tale,  and  Henry  VIII.  When  occasion  called  for 
curtains  behind  an  interior  scene,  these  were,  doubtless,  hung 
against  the  back  wall  of  the  inner  stage,  but,  owing  to  the  rather 
obscure  position  of  this  stage,  a  very  important  interior  scene  would 
be  played  farther  forward,  in  which  case  beds,  thrones,  etc.,  would 
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be  "thrust  out"^^  from  the  inner  stage  and  its  closed  curtains  would 
then  be  the  arras  backing  the  scene. 

In  the  floor  of  the  inner  stage  there  was  a  long  narrow  trap  door, 
known  as  "the  grave,"  which  could  be  used  for  ghostly  apparitions 
rising  beside  beds,  or,  when  a  ladder  was  placed,  for  descents  to  a 
vault  or  underground  prison.  When  it  represented  a  pit  or  stream 
into  which  a  character  was  hurled,  a  mattress  was,  let  us  hope, 
placed  below  the  open  trap  to  break  his  fall.  When  a  character  had 
to  stand  in  an  excavation,  as  in  the  case  of  the  Gravedigger  in 
Hamlet^  a  low  platform  must  have  been  provided  for  him. 

When  the  first  indoor  theaters  were  built  and  used,^^  their  smaller 
auditoriums  and  more  effective  means  of  artificial  lighting  allowed 
for  the  more  frequent  use  of  the  alcove  stage.  From  1606  on  the 
area  of  the  platform  stage  began  to  shrink  and  the  alcove  stage  to 
become  deeper  and  wider.  The  theater  of  the  Restoration  with  its 
picture-frame  stage  had  a  small  forestage,  but  by  the  middle  of  the 
eighteenth  century  it  had  shrunk  to  a  margin  beyond  the  prosce- 
nium arch,  known  as  the  "apron,"  the  only  function  of  which  was 
to  hold  the  footlights.  The  nineteenth  century  saw  the  increasing 
popularity  of  such  forms  of  entertainment  as  melodrama,  musical 
comedy,  and,  later,  reviews,  all  of  which  called  for  the  alternation 
of  full-stage  scenes  with  forestage  scenes  in  order  to  maintain  the 
uninterrupted  action  and  speed  necessary  for  their  successful 
presentation.  But  the  space  needed  for  front-stage  acting  did  not 
result  in  a  marked  projection  of  the  stage  beyond  the  proscenium 
arch;  the  act  drop  was  merely  set  farther  upstage.  In  recent  times 
the  tendency  has  been  to  increase  the  forestage,  and  many  plays, 
especially  those  between  1920  and  1930,  called  for  ramps,  plat- 
forms, bridges,  and  flights  of  steps  projecting  beyond  the  prosce- 
nium arch. 

1 4.  This  is  a  stage  direction  often  found  in  plays  of  the  period.  It  refers  to  the  pushing 
on  of  heavy  properties  either  by  way  of  doors  or  through  the  inner-stage  curtain. 

15.  Although  the  first  indoor  theater  was  built  by  James  Burbage  in  1577  in  the 
monastery  of  the  Black  Friars,  its  use,  as  such,  was  prohibited  until  1600.  In  1608  it 
became  the  winter  quarters  of  Shakespeare's  company. 
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8.  Curtained  balcony  stage.  Action  taking  place  on  two  or  more 
levels,  either  separately  or  simultaneously,  was  provided  for  on  the 
Greco-Roman  stage,  and,  as  we  have  seen,  three  levels  were  used 
in  Church  drama.  There  is  a  description  of  a  cycle-play  pageant 
having  "hell's  mouth"  on  a  stage  beneath  a  stage,  and  in  the  street 
theaters  the  background  frequently  represented  a  castle,  with 
figures,  real  or  pictorial,  appearing  at  windows  of  different  levels 
as  well  as  on  the  battlements.  In  the  Great  Halls,  the  screens  with 
the  two  massive  doors  were  almost  always  topped  by  a  minstrels' 
gallery,  and  this  was,  without  doubt,  used  by  the  players.  In  the 
innyards,  the  second  floor  with  its  gallery  was  above  the  back  of  the 
platform  stage,  and  this  must  have  been  used  as  an  acting  area.  The 
framework  of  the  Elizabethan  theater,  with  its  three  floor  levels, 
which  continued  round  the  entire  building,  gave  three  levels  to 
the  background  of  the  stage,  and  it  was  merely  carrying  out  a  long- 
established  tradition  to  make  the  second  level  an  acting  area.  It 
came  about,  then,  that  above  the  inner  stage  and  jutting  out  lo 
inches  beyond  it,  there  was  a  curtained  balcony  having  removable 
railings  in  front  and  revealing,  when  the  curtains  were  opened,  an 
interior  similar  to  the  one  below,  except  that  the  door  was  on  the 
left  and  the  window  on  the  right. 

It  has  been  usual  to  consider  that  this  balcony  stage  was  used 
most  frequently  in  the  early  chronical  plays  where  it  served  to 
present  castle  battlements,  city  walls,  etc.,  but  John  Cranford 
Adams  suggests  that  all  interior  scenes  which  would  have  been 
"upstairs"  in  Elizabethan  houses  and  public  buildings  were  also 
played  on  this  level.  Apart  from  bedrooms  this  could  include 
prisons,  the  upper  deck  of  a  ship,  private  rooms  in  taverns,  a  place 
from  which  royalty  might  view  a  masque  or  play,  upper  halls  of  a 
palace,  and  a  room  for  a  lady  and  her  attendants.  The  floor  of  the 
balcony  seems  to  have  been  strewn  with  rushes  and  to  have  had  an 
opening  of  the  trap-door  type.  (For  the  position  of  this  trap  door 
see  Mr.  Adams's  conjectural  plan,  page  24.) 

The  decline  of  the  use  of  this  upper  stage  was  rapid  after  the 
opening  of  the  private  theaters,  and  we  find  that  it  no  longer  ex- 
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Evolution  of  the  tiring  house:  second  level.  Theater  (1576),  Rose  (i 592-1 595),  and 
Globe  (1599)  plans  compared.  (From  Adams,  The  Globe  Playhouse.  Courtesy  of 
Dr.  John  Cranford  Adams  and  Harvard  University  Press.) 


isted  in  the  theater  of  the  Restoration.  How^ever,  it  has  had  a  sensa- 
tional revival  in  modern  times,  for  during  the  1 930s  two  stages,  one 
above  the  other,  in  v^hich  action  occurred  simultaneously,  were 
used  in  many  productions.  A  more  recent  use  of  the  two-level  stage 
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Scale  0         6         12        18       24  Feet 

Reconstructed  plan  of  the  Globe:  second  level.  (From  Adams,  The  Globe  Playhouse. 
Courtesy  of  Dr.  John  Cranford  Adams  and  Harvard  University  Press.) 


was  seen  in  Jo  Mielziner's  setting  for  Arthur  Miller's  play  Death  of  a 
Salesman  at  the  Morosco  Theater  in  New  York. 

g.  Tanas.  When  the  curtains  were  closed  on  the  balcony  stage, 
there  remained  a  narrow  space — about  three  feet — between  the  line 
of  these  curtains  and  the  balustrade.  This  space,  known  as  the  "tar- 
ras,"  extended  the  whole  width  of  the  balcony,  and  it  is  probable 
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that  this,  and  not  the  balcony  proper,  represented  city  walls, 
battlements,  etc.  When  the  curtains  were  opened,  this  space  would 
be  included  in  the  area  of  the  then  "discovered" — or  uncovered — 
interior  scene  (see  page  24). 

ID.  Window  stages.  The  slanting  sides  of  the  Globe,  containing  the 
doors,  allowed  for  two  other  units  in  the  acting  area.  These  were 
the  bay  windows  on  the  second  level  immediately  over  the  doors. 
These  bays  contained  windows  opening  on  three  sides,  one  narrow 
one  opening  toward  the  audience,  two  or  four  opening  toward  the 
opposite  side  of  the  stage,  and  one  opening  toward  the  balcony 
stage.  When  the  windows  were  open,  one  or  two  actors  could  stand 
in  the  bay  and  be  seen,  down  to  the  waistline  at  least,  in  any  part  of 
the  auditorium.  With  curtains  at  the  back,  these  bays  formed  small 
stages  in  themselves.  Jutting  out  above  the  doors  and  supported  by 
slender  columns,  they  formed  penthouses  or  porches  below,  giving, 
with  the  window  above,  the  effect  of  a  very  convincing  house  unit 
for  such  scenes  as  Jessica's  elopement  in  The  Merchant  of  Venice,  II, 
5  and  6.  If  the  wing  curtains  on  one  side  of  the  balcony  stage  were 
open,  this  window  stage  could  then  be  a  window-recess  extension 
of  the  balcony  stage,  such  as  might  have  been  used  in  the  balcony- 
bedroom  scenes  in  Romeo  and  Juliet. 

II.  Gallery  for  musicians.  The  third  level  of  the  structural  plan  of 
the  Globe  allowed  for  yet  another  stage  unit  (see  page  26),  but  as 
the  visibility  at  this  height  would  be  poor  for  all  save  the  audience 
in  the  third  gallery,  it  is  doubtful  whether  this  level  was  used  for 
acting  with  any  frequency.  But  one  use  for  this  area  must  have 
occurred  to  Burbage,  prompted  by  his  familiarity  with  street 
theaters.  The  background  of  these  stationary  floats  was  frequently 
an  elaborately  constructed  castle,  and  it  was  the  custom  to  place  the 
musicians  and  choristers  high  up  on  the  battlements.  Doubtless  this 
custom  prevailed  where,  as  often  happened,  the  real  castlelike 
city  gates  were  used.  The  highest  place  in  the  theater  then  was 
obviously  the  place  for  the  musicians,  who,  stationed  in  this  small 
window  gallery  behind  opaque  curtains,  could  furnish  incidental 
music.  As  we  shall  see  later  (page  225),  it  was  a  particular  type  of 
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Scale  0         6         12        18        24  Feet 

Reconstructed  plan  of  the  Globe:  third  level.  (From  Adams,  The  Globe  Playhouse. 
Courtesy  of  Dr.  John  Cranford  Adams  and  Harvard  University  Press.) 


music  required  for  a  particular  purpose  that  was  played  by  invisible 
musicians  on  this  third  level. 

This  gallery  might  also  have  been  used  effectively  for  single 
actors  at  certain  moments  in  the  action  of  a  play,  and  we  can 
imagine  its  being  used  as  the  crow's  nest  of  a  ship,  a  watchtower 
from  which  a  signal  might  be  given,  or  for  a  celestial  or  super- 
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natural  figure  to  watch  and  direct  the  actions  of  mortals  below. 
John  Cranford  Adams  has  given  a  lively  description  of  Prosper© 
directing  the  actors  and  musicians  in  the  apparition  scene  in  The 
Tempest  from  this  height,  proving  the  position  of  the  sorcerer  in  the 
musicians'  gallery  to  be  not  only  theatrically  effective,  but  most 
advantageous  for  the  stage  management  of  a  very  complicated 
scene.  ^® 

12.  Overhead  shelter  for  actors.  Consideration  of  weather  conditions 
must  always  have  been  a  primary  one  in  open-air  theaters,  and 
shelter  from  sun  and  rain  for  audience  and  actors  must  have  been  a 
major  problem. 

In  a  picture  showing  the  reconstruction  of  the  Jrons  scaenae  at 
Aspendos  there  is  a  sloping  canopy  roof  which  might  have  afforded 
some  shelter  for  the  actors.  There  is  a  hint  also  of  awnings  that  could 
be  drawn  over  the  top  of  the  Roman  auditorium. 

In  medieval  times  the  deep  porches  of  the  church  doors  and  the 
canopies  over  the  top  of  the  pageants  served  to  give  protection  to 
the  actors  and  their  magnificent  costumes.  But  what  of  the  actors  in 
the  innyards?  No  such  provision  was  available,  it  seems,  and  rain- 
storms during  a  performance  must  have  been  something  of  a 
calamity  for  all  except  the  audience  seated  in  the  galleries.  ^^  In 
building  his  playhouse,  Burbage  realized  that  here  was  an  oppor- 
tunity to  meet  this  need  for  shelter — ^for  his  actors,  at  least. 

When  Philip  Henslowe,  Burbage's  contemporary  and  rival  man- 
ager, built  the  Fortune  theater  in  1600,  he  stipulated  in  the  con- 
tract that  the  stage  was  to  be  a  replica  of  the  Globe  stage  with  "a 
shadowe  or  cover  over  saide  stadge,"  but  added  that  the  "posts"  of 
the  frame  and  stage  were  to  be  "square  and  wrought  palasterwise." 
From  this,  from  the  De  Witt  drawing  of  the  Swan,  and  from  the 
stage  directions  and  allusions  in  Elizabethan  and  Jacobean  plays, 
it  is  clear  that  running  from  the  ceiling  line  of  the  third  level  of  the 
tiring  house,  that  is,  the  minstrels'  gallery,  to  halfway  over  the 

16.  Adams,  John  Cranford,  The  Globe  Playhouse,  pp.  319-322. 

17.  In  the  magnificent  motion  picture  Henry  V  there  is  an  amusing  scene  of  a  rain- 
storm in  an  Elizabethan  theater. 
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platform  stage  was  a  shelter  for  the  actors  known  as  the  "shadowe." 
This  was  supported  below  by  two  stout  pillars  which  were  usually 
round  above,  rested  on  square  bases,  and  were  possibly  painted  to 
resemble  marble  columns.  The  ceiling  of  this  structure,  which 
would  be  visible  from  below,  was  often  painted  to  resemble  a  star- 
spangled  sky,^^  a  fact  which  accounts  for  its  being  referred  to  as  the 
"heavens."  The  actual  position  of  the  pillars  is  still  a  matter  for 
conjecture,  but,  since  they  supported  the  "shadowe"  and  this  in 
turn  ran  forward  from  the  flat  back  section  of  the  tiring  house,  their 
position  on  a  line  with  the  ends  of  this  section  and  halfway  down 
the  platform  stage,  as  seen  in  Mr.  Adams's  reconstruction  plans 
(page  8),  seems  to  be  the  most  likely. 

Apart  from  its  usefulness  to  the  actors  as  a  shelter  from  rain  and 
sun,  the  "shadowe"  had  an  important  structural  function,  supply- 
ing, as  it  did,  part  of  the  framework  upon  which  rested  the  super- 
structure, or  "huts." 

13.  The  ^^huts.''  Machinery  for  the  lowering  of  actors  from  above, 
together  with  the  "cars,"  "clouds,"  or  "birds"  in,  or  on,  which  they 
were  seated,  had  been  a  feature  of  all  stages  from  the  earliest  times. 
Such  machinery,  in  order  to  preserve  some  degree  of  illusion,  had 
to  be  invisible,  and,  until  other  methods  were  invented,  was  situ- 
ated above  the  stage  in  what  was  known  as  "the  huts."  If  we  keep 
these  necessities  in  mind,  the  purpose  of  the  superstructure  of  the 
Elizabethan  theater  is  not  hard  to  guess,  or  to  prove.  By  using  the 
strong,  well-supported  frame  of  the  "shadowe"  in  front  and  the 
uprights  of  the  tiring-house  wall  behind,  it  was  possible  to  erect  a 
superstructure  which  extended  part  way  over  the  "shadowe"  in 
front  and  over  the  ceiling  of  the  minstrels'  gallery  behind,  and  rose 
well  above  the  level  of  the  roof.  Here  was  housed  the  simple  hand- 
worked machinery  for  lowering  and  raising  actors  and  heavy 
properties,  such  as  a  throne  of  state,  down  to  and  up  from  that  part 
of  the  stage  immediately  in  front  of  the  inner  stage.  The  "huts"  also 
provided  storage  for  sound-effect  properties,  such  as  cannon  balls 
to  roll  up  and  down  an  incline  for  thunder,  small  cannon  which 

18.  A  device  constantly  used  in  the  street  theaters. 
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could  be  fired,  ^^  and  fireworks  that  would  be  "let  ofT'  where 
"salutes,"  din  of  battle,  etc.,  were  required. 

A  door  at  one  side  of  this  superstructure  opened  on  to  a  small 
platform  upon  which  a  man  could  stand  to  hoist  the  "house"  flag 
to  the  top  of  the  staff  in  the  morning  to  indicate  that  a  play  would 
be  presented  that  day.  From  here  he  also  sounded  the  three  blasts 
of  the  trumpet  that  announced  the  commencement  of  the  play. 
These  two  methods  of  attracting  attention  to  the  performance  were 
both  carry-overs  from  the  innyards. 

The  "huts,"  as  seen  in  maps  and  "views"  of  sixteenth-  and 
seventeenth-century  London,  show  considerable  variety  in  their 
structure.  Some  were  rectangular  with  gabled  roofs  and  had  two 
windows  facing  toward  the  auditorium ;2°  some  seem  to  have  had 
two  gables  forming  a  widespread  AA  with  two  windows  in  each 
gable, ^^  while  the  famous  Visscher  "View  of  London"  (16 16)  shows 
the  Globe  as  having  two  rectangular  "huts"  with  a  tower  rising 
above  them.^^  See  also  the  diagram  on  page  30. 

14.  Bell  tower  and  flagstaff.  The  tower  mentioned  above,  apart 
from  being  an  excellent  place  on  which  to  mount  the  flagstaff,  also 
served  to  house  one  of  the  most  effective  properties  used  in  Shake- 
speare's plays — the  big  bell,  whose  tolling,  clashing,  and  chiming 
must  have  been  heard  across  the  Thames  in  the  City  itself. 

1 5.  Dressing  rooms,  property  room,  and  wardrobe  room.  The  backstage 
area  at  the  Globe  seems  to  have  been  extensive.  Even  if  we  exclude 
the  excavated  "hell" — as  we  shall  have  to,  considering  the  marshy 
ground  on  which  the  theater  stood —  there  were  still  plenty  of 
dressing  and  property  rooms  behind  the  tiring-house  fagade,  behind 
the  gentlemen's  rooms  on  the  first  and  second  floors,  and  over  the 
gentlemen's  rooms  on  the  third  floor.  See  pages  8,  24,  and  26. 

16.  A  swinging  sign.  One  other  feature  of  the  Elizabethan  play- 
house that  came  directly  from  the  inns  was  the  swinging  sign,  with 

19.  It  was  the  firing  of  such  a  cannon  that  caused  the  fire  at  the  first  Globe  in  161 3 
and  led  to  the  use  of  tile  instead  of  thatch  for  the  roofing  of  later  theaters. 

20.  This  type  is  seen  very  clearly  in  the  De  Witt  drawing  of  the  Swan  theater. 

21 .  See  the  conjectural  reconstruction  of  the  Globe  in  Adams,  Joseph  Quincy,  A  Life 
of  William  Shakespeare,  facing  p.  286. 

22.  Ibid.,  facing  p.  280. 


Reconstructed  plan  of  the  Globe:  superstructure.  (From  Adams,  The  Globe  Play- 
house. Courtesy  of  Dr.  John  Cranford  Adams  and  Harvard  University  Press.) 

The  stage  posts,  32  feet  high,  are  spaced  24  feet  apart  (A  and  A') — the  spacing  of  the 
corner  posts  of  the  frame  (B  and  B').  They  stand  1 7  feet  forward  of  the  scenic  wall  in 
line  with  the  pair  of  corner  posts  marking  the  ends  of  the  gentlemen's  rooms.  A  beam 
(A-A')  24  feet  long  spans  the  stage  posts.  Beams  17  feet  long,  affixed  at  right  angles, 
cross  from  the  top  of  each  post  to  the  corresponding  corner  posts  of  the  tiring  house 
(A-B'j  A'-B').  Into  these  principal  beams  framing  the  base  of  the  stage  heavens  second- 
ary beams  are  secured  to  serve  as  sills  for  the  huts  (G-C,  D-D',  and  E-E').  Supplemen- 
tary beams  (A-F  and  A-F')  are  required  to  ensure  a  rigid  frame.  The  transverse  hut 
used  for  descents  rises  over  the  rectangle  based  on  B',  G',  and  G.  The  forward  hut  used 
for  pyrotechnic  displays  rises  over  the  rectangle  based  on  D,  E,  E',  and  D'.  (The  rear 
hut  rises  over  corresponding  beams  supported  by  the  playhouse  frame  on  the  other  side 
of  the  transverse  hut.) 

The  projecting  under  side  of  the  superstructure  is  then  supplied  with  a  wooden  ceiling 
(except  for  the  large  trap  opening — marked  a,  b,  c,  d — and  the  small  forward  aperture — 
marked  e),  and  the  parts  of  the  upper  side  not  occupied  by  huts  are  roofed.  Gutters 
"Carrie  &  convey  the  water  frome  the  Coveringe  of  the  saide  Stadge  to  fall  backwardes.'* 

30 


STAGING    OF    SHAKESPEARE    S    PLAYS  3I 

the  name  of  the  playhouse  and  a  descriptive  painting  on  both 
sides  of  the  suspended  wooden  panel.  Such  signs  may  still  be  seen 
outside  inns  all  through  England.  It  has  been  recorded  that  the 
Globe  had  a  "figure  of  Hercules  supporting  the  Globe,  under 
which  was  written  ^Totus  mundus  agit  histrionem,^  "  and  it  is  believed 
that  there  is  a  direct  reference  to  this  in  Hamlet,  where,  referring  to 
the  popularity  of  the  child  actors,  Hamlet  asks, 

"Do  the  boyes  carry  it  away?"^^ 
and  is  answered  by  Rosencrantz, 

"Ay,  that  they  do,  my  lord;  Hercules  and  his  load  too." 
23.  I.e.y  carry  all  before  them. 


CHAPTER      2 
Modern  Staging  of  Shakespeare's  Plays 


Bottom.  "Are  we  all  met?" 

Quince.  "Pat,  pat;  and  here's  a  marvelous  convenient  place  for 
our  rehearsal." 

A  Midsummer  Night's  Dream,  III,  i 


THE  APPROPRIATE  SETTING  for  a  Shakespear- 
ean play  will  be  a  question  of  primary  importance  to  a  pro- 
ducer and  a  band  of  scholar-players.  Fortunately,  they 
have  direct  access  to  a  source  of  practical  information  for  the  con- 
struction of  a  typical  Elizabethan  stage.  With  John  Cranford 
Adams's  The  Globe  Playhouse  in  hand  they  have  all  measurements 
and  plans  for  every  level  at  once  available,  and  these,  in  turn,  can 
be  adjusted  proportionately  to  the  acting  area  under  consideration. 
Again,  the  experience  of  the  Illini  Theatre  Guild  of  the  University 
of  Illinois,  the  members  of  which  have  actually  constructed  a  stage 
based  on  these  plans  and  measurements,  will  be  of  inestimable 
value.  Preceding  page  47,  photographs  of  this  stage  will  be  found,  one 
taken  during  construction  and  showing  the  scaffolding,  and  one  of 
the  completed  stage.  From  Professor  Joseph  W.  Scott,  the  Technical 
Director  of  the  Illini  Theatre  Guild,  we  have  the  following  details: 

The  pipe  scaffolding  requires  about  two  days  to  erect.  The  cost  varies 
from  four  to  five  hundred  dollars.  The  facade  of  the  stage  is  constructed 
in  standard  units  of  scenery  and  is  attached  to  the  pipe  scaffolding.  The 
forestage  is  extended  out  over  the  orchestra  pit  and  the  first  two  rows  of 
seats. 

This  construction  of  standard  units  allows  for  quick  setting  and  a 
minimum  space  in  storing. 

In  an  educational  institution  the  cost  of  such  a  valuable  asset  as 

32 
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an  Elizabethan  stage  could  possibly  be  undertaken  by  the  budgets 
of  interested  and  contiguous  departments,  such  as  those  of  English, 
Drama,  and  Speech.  Again,  the  cost  might  be  sustained  by  institu- 
tion funds  allocated  to  extra-curricular  projects.  If  part,  or  all,  of 
the  labor  can  be  supplied  by  a  group  of  players,  the  cost  can  be  kept 
to  a  minimum.  This  is  by  far  the  most  satisfactory  way  for  players  to 
become  familiar  with  the  stage  on  which  they  are  to  act.  If  the 
subsidizing  has  been  in  the  form  of  a  loan,  this  can  be  paid  back  by 
box-office  returns  on  performances  and,  possibly,  by  fees  paid  by 
other  institutions  for  the  hire  of  this  equipment. 

Such  a  stage,  as  Mr.  Adams's  plans  make  clear,  constitutes  the 
ideal  stage,  but  lack  of  this  ideal  should  not  prevent  amateur  groups 
from  presenting  Shakespeare's  plays.  Aided  by  their  own  resource- 
fulness and  ingenuity,  they  can  convert  a  far  simpler  setting  into  an 
adequate  substitute.  Stage  business  will  have  to  be  modified,  of 
course,  but  it  should  not  be  impossible  to  follow  the  plan  of  Eliza- 
bethan presentation  in  a  setting  that  meets  only  the  general  require- 
ments of  Shakespearean  stage  directions. 

First  then  to  consider  the  presentation  of  the  plays  of  Shakespeare 
on  a  stage  based  on  Mr.  Adams's  conjectural  plans,  and  the  use  of 
the  separate  and  combined  units  in  staging  as  suggested  by  the 
plays  themselves;  then  to  suggest  the  construction  of  a  simple  sub- 
stitute for  this  stage  and  to  consider  any  modification  of  staging 
that  will  be  necessary,  but  which,  at  the  same  time,  will  not  impair 
dramatic  effectiveness. 

Let  us  suppose  that  we  are  standing  on  the  stage  of  John  Cranford 
Adams's  reconstructed  Globe  theater.  We  walk  to  the  edge  of  the 
forestage  and  look  back  at  the  acting  area.  No  less  than  eight  units: 
forestage,  middle  stage,  inner  stage,  balcony  stage,  two  window 
stages,  the  tarras,  and  the  musicians'  gallery.  We  now  turn  to  the 
play  we  are  about  to  produce.  How  shall  we  set  the  scenes  so  that 
we  can  use  these  units  to  the  best  advantage?  This  play  was  written 
for  this  type  of  stage,  and  a  study  of  the  text  should,  in  almost  every 
case,  indicate  the  location  of  every  scene,  or — since  the  Elizabethans 
did  not  think  in  "scenes" — of  every  episode  in  the  play. 
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All  unlocated  scenes  that  take  place  in  streets,  on  plains,  or  in 
forests,  etc.,  are  obviously  played  on  the  forestage — that  part  of  the 
platform  that  is  actually  in  the  auditorium.  All  semilocated  places, 
such  as  the  courtyard  of  a  castle,  in  front  of  a  house  or  palace,  where 
a  background  of  some  kind  is  needed,  or  where  doors  are  of  impor- 
tance to  the  action  of  the  scene,  will  be  set  on  the  middle  stage — 
that  part  of  the  platform  encompassed  by  the  three  sections  of  the 
"tiring  house."  In  scenes  of  battles,  pageantry,  and  the  like,  these 
two  areas  can  become  one  in  order  to  give  greater  freedom  of  move- 
ment to  the  crowds.  Interior  scenes  taking  place  in  downstairs 
rooms  in  which  few  people  take  part  will  be  played  on  the  inner 
stage.  Interior  scenes  in  which  a  great  many  characters  take  part 
can  be  played  on  both  the  inner  and  middle  stages.  Interior  scenes 
that  would  be  on  a  second-floor  level  in  Elizabethan  castles,  palaces, 
or  houses,  and  in  which  few  people  are  concerned  will  be  played  on 
the  balcony  stage.  Scenes  played  by  one  or  more  persons  on  the 
second  level  who  talk  to  others  below  will  use  either  one  of  the 
window  stages  and  the  middle  stage,  or  the  balcony  and  middle 
stage.  All  out-of-door  scenes  that  occur  at  an  elevation — on  city 
walls,  on  battlements,  or  in  an  antechamber  adjacent  to  an  up- 
stairs apartment,  etc. — will  take  place  on  the  tarras.  If  greater  eleva- 
tion is  required,  a  single  person  can  appear  at  the  window  of  the 
musicians'  gallery. 

Although  some  scenes  v^ll  be  played  in  single  units,  it  will  be 
found  that  by  far  the  greater  number  of  scenes  are  played  in  com- 
binations of  the  units;  moreover,  changes  from  one  unit  to  another 
may  occur  within  the  now-designated  "scenes"  showing  the  original 
episode  divisions. 

Examples  of  Single -unit  Settings 

Forestage^ 

5  Henry  VI,  V,  2,  3,  4,  5;  As  You  Like  It,  III,  2,  3,  4,  5;  Othello,  I,  2. 
Scenes  that  are  supposedly  "before"  a  building  but  which  do  not 

I .  For  use  of  the  forestage  for  soliloquies,  see  p.  1 28. 
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require  the  background,  if  very  important,  should  be  played  on  the 
forestage.  Examples  of  this  would  be  Otiiello,  III,  4,  and  IV,  i. 

Middle  Stage 

/  Henry  VI,  II,  i,  and  IV,  i ;  The  Taming  of  the  Shrew,  II,  i,  and 
III,  2;  Hamlet,  II,  2;  IV,  3,  5;  and  V,  2. 

Inner  Stage 

Henry  VHI,  II,  3;  Romeo  and  Juliet,  I,  3;  II,  3;  and  III,  4;  Much 
Ado  about  Nothing,  I,  2;  III,  4;  and  V,  3. 

Balcony  Stage 
Romeo  and  Juliet,  III,  5,  and  IV,  3;  Hamlet,  III,  4. 

Tarras 

The  Winter^ s  Tale,  II,  2;  Richard  HI,  III,  5;  and  all  scenes  on  city 
walls  and  battlements. 

Examples  of  Combined-unit  Settings 

Middle  and  Forest  ages 

The  Merchant  of  Venice,  IV,  i ;  The  Winter^s  Tale,  III,  2;  Othello,  I, 
3;  Henry  VHI,  V,  3;  Henry  V,  I,  2;  A  Midsummer  Nighfs  Dream,  I,  i. 

Middle  and  Inner  Stages 

The  Merchant  of  Venice,  II,  7,  9;  III,  2;  A  Midsummer  Nighfs 
Dream,  II,  2. 

Middle  Stage  and  Balcony 

Macbeth,  I,  7. 

Romeo  and  Juliet,  IV,  5.  (The  Nurse,  by  Juliet's  bed  on  the  bal- 
cony, is  joined  by  Capulet  and  Lady  Capulet.  Friar  Laurence  and 
Paris  arrive  below  and  then  go  up  to  the  balcony,  leaving  Peter  and 
Musicians  below.) 

Antony  and  Cleopatra,  IV,  4.  (Antony  and  Cleopatra  on  the  bal- 
cony; Antony  calls  to  Eros  to  arm  him;  Eros,  who  is  on  the  middle 
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Stage,  goes  through  the  inner-stage  curtains,  and  reappears  on  the 
balcony.  Captains  and  Soldiers  enter  on  the  middle  stage,  and 
Antony  and  Eros  come  down  and  join  them.  Cleopatra  watches 
from  the  balcony  as  they  all  exit  through  one  of  the  side  doors 
below.) 

Antony  and  Cleopatra,  IV,  13. 

Hamlet,  III,  i.  (Hamlet  could  appear  on  the  balcony  in  the  opening 
of  this  scene  and  so  overhear  the  conversation  taking  place  on  the 
middle  stage.  See  illustration  of  Yale  production,  facing  page  46.) 

Middle  Stage  and  Tarras 

3  Henry  VI,  V,  i. 

Richard  U,  III,  3.  (Enter  on  the  walls,  King  Richard  and  at- 
tendants, lines  61-83.) 

Richard  III,  III,  7.  (Richard  and  the  two  Bishops  enter  on  the 
tarras;  the  Mayor  and  crowd  are  below.) 

Middle  and  Window  Stages 
Romeo  and  Juliet,  II,  2;  The  Merchant  oj  Venice,  II,  6. 

Middle  Stage  and  Minstrels'  Gallery 
/  Henry  VI,  III,  2  Qoan  of  Arc);  The  Tempest,  III,  3  (Prospero). 

Balcony  and  a  Window  Stage 

Romeo  and  Juliet,  III,  5.  (Romeo  and  Juliet  are  on  the  window 
stage;  the  Nurse  enters  on  the  balcony  stage;  Romeo  descends  to 
the  middle  stage  and  exits.) 

Inner,  Middle,  and  Forestages 

Much  Ado  about  Nothing,  II,  i  (possibly  spectators  on  the  balcony); 
Henry  VIII,  II,  4;  Romeo  and  Juliet,  I,  5. 

Inner  and  Middle  Stages,  and  Balcony 

Romeo  and  Juliet,  IV,  4  and  5  continuous;  Macbeth,  II,  i,  2,  and  3 
continuous. 
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Inner,  Middle,  and  Window  Stages 

The  Merchant  of  Venice,  V,  i .  (Lovers  on  a  grassy  bank  on  the  inner 
stage,  other  characters  on  the  middle  stage.  Musicians  in  the 
window  stage.) 

Sometimes,  in  spite  of  scene  divisions  indicated  in  the  text,  there 
is  no  change  of  setting.  This  occurs  when  the  action  impHed  in  the 
text  is  obviously  continuous.  This  has  already  been  indicated  as 
occurring  in  Romeo  and  Juliet,  IV,  4  and  5,  and  in  Macbeth,  II,  i,  2, 
and  3. 

There  are  a  number  of  scenes  during  which  the  action  shifts 
from  one  locality  to  another  or  in  which  another  unit  is  added  to  the 
original  setting.  Sometimes  the  change  is  clearly  indicated  in  the 
text;  at  others  it  is  dictated  by  technical  necessity;  again  it  may  be 
a  matter  of  aesthetic  fitness. 

Changes  of  setting  during  a  scene  which  are  clearly  indicated  in 
the  text  occur  in  Henry  VIII,  II,  2.  Here  the  scene  starts  on  the 
middle  stage,  but  when  Norfolk  opens  the  curtains  to  discover  the 
King,  the  scene  continues  on  the  inner  stage.  In  the  same  play  there 
is  a  change  which,  although  it  is  not  specifically  indicated  in  the 
text,  is  obvious  enough.  It  takes  place  in  Act  V,  scene  i,  which 
opens  on  the  tarras.  After  Gardiner  and  the  Page  have  made  their 
exit,  the  curtains  of  the  balcony  stage  must  certainly  open  to  dis- 
cover the  King  and  Suffolk  playing  chess. 

The  most  obvious  example  of  adding  a  unit  to  the  setting  is  seen 
in  The  Tempest,  V,  i ,  when  Prosper o  with  a  wave  of  his  hand  causes 
the  curtains  to  fly  apart  in  order  to  reveal  Ferdinand  and  Miranda 
playing  chess  in  the  cave  (inner  stage).  An  unusual  transition  in 
Romeo  and  Juliet  (between  scenes  4  and  5  of  Act  I)  has  already  been 
discussed  (see  page  19,  footnote  13). 

When  two  inner-stage  settings  follow  one  another,  each  repre- 
senting a  different  kind  of  interior,  it  is  obvious  that  stagehands 
must  have  time  to  effect  the  change  if  the  action  is  to  be  continuous. 
Two  excellent  examples  of  meeting  this  problem  occur  in  A  Mid- 
summer Night'' s  Dream,  IV,  i,  and  in  As  You  Like  It,  I,  3.  In  the  for- 
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mer,  the  scene  starts  with  the  lovers  lying  asleep  on  the  forestage, 
while  on  a  grassy  bank  on  the  inner  stage  Bottom,  Titania,  and  the 
Fairies  play  their  scene,  at  the  conclusion  of  which  they  also  sleep. 
Oberon  and  Puck,  who  have  been  watching  the  scene  from  a 
window  stage,  now  appear  on  the  inner  stage,  and  Titania  is 
released  from  the  charm,  upon  which  the  Fairies,  scorning  the 
ass-headed  Bottom,  who  still  lies  sleeping  on  the  grassy  bank,  come 
on  to  the  middle  stage  and  exit  through  one  of  the  side  doors.  The 
curtains  now  close.  A  horn  is  heard.  Theseus  and  his  train  enter 
by  the  door  opposite  from  the  one  through  which  the  Fairies  made 
their  exit,  wake  the  lovers,  and  all  exit.  Bottom  now  rolls  out  from 
under  the  curtains,  wakes,  and  discusses  his  "dream,"  after  which 
he  also  exits  and  the  curtains  open  to  reveal  Quince's  House. 

In  As  You  Like  It,  I,  3,  the  scene  opens  on  the  inner  stage,  where 
Rosalind  and  Celia  are  exchanging  confidences.  The  Duke  and  his 
lords  enter  by  one  of  the  side  doors  on  to  the  middle  stage,  the  girls 
come  downstage  and  join  them,  the  curtains  close,  and  the  scene 
continues  on  the  middle  stage.  In  the  meantime,  the  stagehands  are 
setting  up  a  grassy  bank,  trees,  and  shrubs  for  "the  Forest  of  Arden" 
— as  part  of  the  scene  which  follows. 

The  question  of  aesthetic  fitness  is  a  matter  for  careful  considera- . 
tion.  A  close  study  of  the  text  not  only  will  point  to  the  change  of 
emotional  emphasis  which  calls  for  a  change  of  setting,  but,  more 
than  likely,  will  also  reveal  the  original  end  of  one  episode  and  the 
beginning  of  another.  In  Much  Ado  about  Nothing,  IV,  i ,  a  scene  of 
near-tragedy  has  been  played  on  the  inner-outer  setting  of  a 
church.  When  all  exit  except  Beatrice  and  Benedick,  the  curtains 
close  to  hide  the  altar  and  church  properties,  and  the  near-comedy 
scene  that  follows  should  be  played  on  the  middle  or  forestage. 

In  The  Merchant  of  Venice,  IV,  i,  the  tremendous  and  passionate 
trial  scene  has  just  ended.  The  Court  has  risen,  and  the  Duke  and 
the  officials  have  passed  off"  the  stage  with  impressive  dignity.  The 
curtains  close,  hiding  the  dais  and  the  Duke's  throne  of  justice,  and 
Portia,  Nerissa,  Gratiano,  Antonio,  and  Bassanio  play  out  the  high- 
comedy  scene  of  the  refusal  of  the  gift  rings  on  the  middle  stage. 
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It  can  be  seen  by  these  two  examples  that  the  change  in  emotional 
key  is  most  delicately  modulated  by  this  kind  of  stagecraft.  It  points 
to  the  subtle  yet  simple  means  of  increasing  dramatic  suggestion 
which  this  type  of  stage  affords. 

There  are  three  scenes  where  the  whole  acting  area  might  be 
used  with  fine  effect.  Two  of  these  occur  in  Henry  VIII.  One  is  the 
coronation  scene  in  Act  IV,  scene  i,  and  the  other,  the  final 
christening  scene  in  Act  V,  scene  4.  In  both  scenes,  spectators  in 
balcony  and  window  stages  and  a  herald  in  the  musicians'  gallery, 
or  heralds  in  the  window  stages  and  a  male  choir  in  the  musicians' 
gallery,  would  greatly  add  to  the  effect  of  excitement  and  interest 
aroused  by  the  pageant  passing  below. 

In  A  Midsummer  Nighfs  Dream,  when  all  the  wedding  festivities 
have  ended  and  all  have  gone  to  bed  after  the  "iron  tongue  of 
midnight"  has  tolled  twelve  solemn  strokes  from  the  bell  tower,  the 
Fairies  appear  to  bless  the  "house."  They  are  everywhere  with  their 
gleaming  lights!  Puck  is  at  one  moment  in  the  minstrels'  gallery, 
the  next — or  nearly  the  next,  for  it  is  a  long  way — is  popping  up 
through  a  trap  on  the  forestage;  Titania  and  Oberon  appear  on  the 
tarras  to  bless  the  bridal  chambers;  fairies  sweep  and  garnish  the 
inner  stage,  others  appear  in  the  window  stages.  Slowly,  almost 
imperceptibly,  their  numbers  begin  to  diminish  until  only  Puck  is 
left,  lit  by  the  embers  of  the  dying  fire,  to  bid  "good  night." 

Types  of  Scenes  &  Suggested  Staging 
Histories^ 

Unlocated  Exteriors  on  Forestage  (77  scenes):  Open  Country;  Between 
Camps;  Camp;  Field  of  Battle;  Forest;  Garden;  Plain;  Street;  Road; 
Public  Way 

Located  Exteriors  on  Middle  Stage  {24  scenes):  Before  Tavern;  Before 
City;  Before  Castle;  Before  Pavilion;  Court  of  Guard;  Innyard 

Located  Exterior  on  Tarras  and  Middle  Stages  (//  scenes):  City  Walls, 
with  or  without  gates  below 

Located  Interiors  on  Inner  Stage  (75  scenes) :     Room 

2.  These  stage  directions  are  taken  from  the  three-volume  edition  of  the  plays  pub- 
lished by  the  Oxford  University  Press,  New  York,  1932. 
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Located  Interiors  on  Middle  Stage,  or  Middle  and  Inner  Stages  (62  scenes): 
King's  Palace;  Antechamber;  Presence  Chamber;  Council  Chamber; 
Hall;  Room  of  State;  Apartment  in  Palace 

Located  Interiors  on  Balcony  Stage  (11  scenes) :  King's  Apartment;  Queen's 
Apartment;  Room,  or  Private  Room  in  Tavern 

Alcove  on  Inner  Stage  or  Balcony  Stage  (/  scene):  Falstaff  discovered 
"fast  asleep  behind  the  arras" 

Comedies 

Unlocated  Exteriors  on  Forestage  or  Fore-  and  Middle  Stages  (7/  scenes): 
Street;  Park;  Open  Place;  Forest;  Another  Part  of  the  Forest;  Mart; 
Wood;  Field;  Without  the  City  Walls;  Camp;  Garden;  Country  near  the 
Sea;  Public  Place;  Seaport;  Part  of  the  Island;  Another  Part  of  the  Island 

Located  Exteriors  on  Middle  Stage,  or  Middle  and  Inner  Stages,  with  or  without 
Door  and  Window-stage  Units  {41  scenes):  Park  with  Pavilion  and  Tents; 
Before  Pavilion;  Garden  before  House;  Court  (yard)  in  Palace;  Before  an 
Abbey;  Before  a  House;  Room  with  Dark  Chamber  Adjoining;  Avenue 
to  House;  Wood  with  Bower;  Before  an  Alehouse;  Orchard  before  House; 
Lawn  before  House;  Lawn  before  Cottage;  Lawn  before  Palace;  Road 
near  Cottage;  Before  Cell;  Street  before  Prison 

Located  Interiors  on  Inner  Stage  (/  scene) :     Room 

Located  Interiors  on  Middle  Stage,  or  Middle  and  Inner  Stages,  or  Middle, 
Inner,  and  Forestages  {61  scenes):  Room;  Room  in  Palace;  A  Monastery; 
Anteroom;  Hall  in  Palace;  Apartment  in  Palace;  Court  of  Justice;  Hall 
in  House;  Room  of  State;  Inside  a  Church;  A  Chapel;  A  Prison 

Located  Interiors  on  Balcony  Stage  {12  scenes):  Bedchamber;  Room  of 
Queen's  Apartments;  Room  at  Inn;  Prison;  Ship 

Second-floor  Interior  on  Tarras  (i  scene) :     Outer  Room  of  Prison 

Tragedies 

Unlocated  Exteriors  on  Forestage  {4.3  scenes):  Street;  Public  Place;  Camp; 
Between  Two  Camps;  Heath;  Forum;  Forest;  Open  Country;  Platform 

Located  Exteriors  on  Middle  Stage,  or  Middle  and  Inner  Stages,  or  Middle, 
Inner,  and  Balcony  Stages  (7^  scenes):  Before  the  Capitol;  Outside  the 
Castle;  Before  the  Castle;  Before  the  Palace;  Before  the  City;  Court  (yard) 
within  a  Castle;  Under  the  Walls  of  the  City;  Lane  by  Wall;  Camp  with 
Open  Tent;  Woods  with  a  Cave;  Woods  with  Cavern;  Orchard 

Located  Interiors  on  Balcony  Stage  {28  scenes) :     Room  (for  a  few  charac- 
ters); Cell;  Bedchamber 

Located  Interior  on  Middle  Stage,  or  Middle  and  Inner  Stages,  or  Middle, 
Inner,  and  Forestages  {82  scenes):     Room  (for  large  number  of  characters); 
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Hall;  Council  Chamber;  Hall  of  State;  Temple;  Church;  Senate  House; 
Within  the  Castle;  Tomb;  Grave;  Shipboard   (middle  stage  for  Antony 
and  Cleopatra;  balcony  or  middle  stage  for  Pericles);  Prison  (middle  stage 
for  Cymbeline);  Bedchamber  for  final  scene  in  Othello  (middle  stage) 
Elevated  Exterior  on  T arras  (^  scenes):     Walls;  Aloft 

Simplified  Form  of  Staging 

A  director  having  the  choice  of  a  proscenium-enclosed  stage  in  a 
theater  or  a  bare  platform  in  a  hall  will  do  well  to  choose  the  latter, 
for  here,  at  the  outset,  the  platform  stage  approximates  more  closely 
to  the  acting  area  of  the  Elizabethan  playhouse.  The  proscenium 
in  a  theater  tends  to  divide  the  forestage  from  the  middle  stage  so 
sharply  that  the  actors  will  have  the  feeling  of  stepping  off  the  stage 
into  the  auditorium  every  time  they  pass  out  of  its  frame.  Again,  the 
heavy  line  of  the  arch  in  the  foreground  will  cause  the  inner  stage 
to  appear  to  recede,  considerably  diminishing  its  importance. 
However,  as  there  is  sometimes  no  choice  in  the  matter  and  the 
director  finds  himself  in  either  one  of  these  playing  places — or  even 
in  a  hall  that  is  a  combination  of  both — the  adjustment  to  both  types 
of  stage  will  have  to  be  taken  into  consideration. 

Forestage.  This  extension  of  the  acting  area  is  of  the  utmost 
importance.  If  the  platform  stretches  right  across  one  end  of  the  hall 
from  wall  to  wall,  the  extension  should  not  start  from  the  extreme 
outside  edges  but  should  be  placed  so  as  to  leave  enough  room  for 
at  least  two  lines  of  seats  at  the  sides  (as  in  the  right-hand  diagram 
below). 


MIDDLE    STAGE 


MIDDLE    STAGE 


FORESTAGE 


HALL 


NOT  THIS 


FORESTAGE 


but 


HALL 


THIS 


42  STAGING 

This  forestage  should  project  into  at  least  one-third  of  the 
audience  area — one-half  would  be  more  correct,  but  it  is  doubtful 
whether  a  business  manager  can  be  persuaded  to  "sacrifice"  as 
much  seating  space  as  this,  especially  if  the  hall  is  not  very  large. 
The  construction  should  be  strong,  firm,  and,  if  possible,  creakless, 
and  may  consist  of  trestles  and  boards  arranged  so  as  to  give  the 
tapering  effect  towards  the  front  as  seen  in  the  diagram.  It  should  be 
enclosed  on  all  three  sides  below  the  floor  level  with  wallboard  or 
curtaining  and,  if  an  authentic  Elizabethan  touch  is  required, 
topped  by  a  very  low  balustrade. 

In  the  case  of  the  picture-frame  stage  in  a  theater,  the  forestage 
will  start  from  the  boarded-over  footlight  trough  and  should  extend 
into  the  auditorium  in  the  same  way  as  suggested  above  for  the  hall 
stage  (see  page  47).  This  will  necessitate  the  removal  of  seats  that 
are  permanent  fixtures  and  will  run  into  considerable  labor  and 
expense,  giving  an  additional  reason  for  the  choice  of  a  hall  that 
has  movable  chairs — if  there  is  a  choice. 

The  height  of  the  forestage  is,  of  course,  determined  by  the 
height  of  the  platform  or  stage.  In  a  theater  there  is  likely  to  be  a 
rake  to  the  floor  of  the  auditorium  which  will  help  the  audience 
seated  in  the  rows  at  some  distance  from  the  stage  to  see  very  well, 
but  will  necessitate  some  neck-craning  for  those  seated  immediately 
round  the  forestage  as  the  actors  will  be  considerably  above  eye 
level. ^  In  a  hall  where  the  floor  of  the  auditorium  is  flat  and  the 
platform  low  it  is  possible  that  the  fairly  low  forestage  will  give 
better  visibility  to  the  audience  as  a  whole. 

Curtain.  There  was  no  front  curtain  in  the  Elizabethan  play- 
house, but  the  curtain  in  front  of  the  inner  stage  at  the  back  of  the 
middle  stage  was  of  the  utmost  importance.  These  characteristic 
features  can  be  carried  out  in  a  modern  theater  by  the  simple 
expedient  of  taking  the  act  drop  down  and  rehanging  it  upstage, 
leaving  a  depth  of  10  feet  between  this  curtain  and  the  back  wall 
of  the  stage.  On  a  platform,  a  frame  of  piping  set  in  heavy  wooden 

3.  The  Globe  stage  is  said  to  have  been  4  feet  5  inches  high,  but  the  audience  in 
the  yard  stood  and,  even  then,  as  John  Cranford  Adams  suggests,  there  may  have  been 
a  rake  to  the  floor  of  the  yard. 
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bases  will  be  needed  to  carry  this  curtain.  The  stage  curtain  and  the 
one  used  on  a  platform  must  be  of  the  rod-and-ring  type  with  a 
center  opening  and  infallible  and  smooth-running  mechanism  with 
which  to  pull  the  two  halves  straight  back  to  the  sides.  The  width  of 
the  opening  will  be,  by  these  means,  adjustable  to  the  requirements 
of  the  scenes  revealed  on  the  inner  stage. 

The  curtaining  should  be,  of  course,  opaque  and  of  fairly  heavy 
material.  In  color  it  should  be  neutral — stone  gray,  beige,  taupe,  or 
smoke  blue,  for  instance.  Such  tones  will  leave  a  wider  choice  of 
color  to  be  used  in  utility  properties,  such  as  hangings  and  cushions, 
and  will  not  limit  the  use  of  brilliant  and  daring  color  combinations 
in  costuming,  which  would  certainly  be  the  case  with  a  curtain  of 
vivid  and  definite  color.  ^  It  would  also  be  advisable  to  use  the  same 
curtaining  to  enclose  the  space  below  the  forestage,  if  boards  are 
not  used,  the  uniformity  of  material  and  color  serving  to  integrate 
the  component  parts  of  the  setting. 

Middle  Stage  and  Entrances  and  Exits.  One  of  two  things  can 
be  done  to  enclose  the  sides  of  the  middle  stage  and  provide  equiva- 
lents for  the  side  doors  in  the  Elizabethan  playhouse.  Four  frames 
supporting  curtains  can  stand,  two  to  a  side,  with  the  downstage 
ones  in  front  of,  and  slightly  overlapping,  the  upstage  ones,  thus 
supplying  masked  entrances;  or  fourfold  screens  can  be  used — 
made  of  light  wood  and  with  supporting  feet  at  each  end.  These 
enclosing  sides  should  correspond  in  height  to  that  of  the  frame  that 
supports  the  center  curtain.  It  would  be  as  well  if  the  material  used 
to  drape  these  frames,  or  to  cover  these  screens,  were  of  a  darker 
color  than  that  used  for  the  center  curtain,  in  order  to  lead  the  eye 
up  to  the  inner  stage  and  so  to  give  it  greater  prominence.  For 
instance,  if  the  center  curtain  were  beige  or  taupe,  then  dark 
brown  would  be  an  effective  color  to  use  at  the  sides.  In  placing 
these,  care  should  be  taken  to  give  a  considerable  spread  towards 
the  front  in  order  to  avoid  hiding  the  inner  stage  from  the  audience 
seated  at  the  sides  of  the  forestage. 

4.  The  writer  has  been  struggling  for  years  to  adjust  costume  coloring  to  a  ruby-red 
velvet  curtain ! 
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In  a  theater,  "backstage"  will  be  hidden  by  the  proscenium 
walls,  but  on  a  platform  masking  will  be  needed.  Screens  or  cur- 
taining set  at  right  angles  to  the  sides  should  serve  adequately 
(as  in  the  right-hand  diagram  below). 


NOT  THIS  but  THIS 


Inner  Stage.  With  the  center  curtains  drawn  back,  the  reserved 
space  behind  becomes  the  inner  stage.  Where  space  is  limited  the 
depth  of  this  unit,  as  determined  by  the  position  of  the  curtain,  can 
be  as  shallow  as  8  feet  without  endangering  dramatic  effectiveness. 
The  width  of  the  "discovered" — or  uncovered — scene  will  be 
determined  by  the  size  of  the  opening  between  the  curtains:  they 
can  be  drawn  to  frame  a  narrow  scene  in  which  one  character  is 
revealed,  or  drawn  back  as  far  as  they  will  go  to  show  an  interior 
in  which  three  or  four  characters,  furniture,  etc.,  are  discovered. 

The  interior  can  be  as  simple  or  elaborate  as  means  allow.  It  can 
consist  of  another  curtain  hung  flat  against  the  back  wall — prefer- 
ably of  a  gray-blue  color  to  give  depth — against  which,  with 
different  furniture  or  even  with  changes  of  cushions  and  table 
cloths  only,  all  interior  scenes  can  be  represented.  It  can  have  two 
or  more  curtains  of  different  colors  that  can  determine  separate 
scenes  more  definitely — or  even  only  different  strips  hung  panelwise 
over  the  permanent  curtain.  It  can  be  enclosed  by  high  screens 
papered  to  represent  a  paneled  interior,  with  further  sets  to  suggest 
fairy  bowers,  caves,  tombs,  etc.  Or  it  can  be  a  scenic  unit  having 
the  window,  alcove,  and  door,  as  seen  in  the  conjectural  Globe 
setting  (facing  page  47). 

Balcony  and  Window  Stages.  The  balcony  and  window  stages 
are,  fortunately,  the  units  most  easily  dispensed  with,  since  they 
are  the  parts  of  the  stage  most  infrequently  used,  and  in  a  simplified 
stage  they  will  be  the  last  things  to  include,  involving,  as  they  do, 
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the  heaviest  expense.  The  lack  of  them  will  call  for  all  sorts  of 
ingenious  substitutes.  A  Juliet  has  appeared  on  a  balcony  by  the 
simple  process  of  standing  on  a  table  behind  a  fire  screen  covered 
with  vines  and  ivy.  With  the  curtains  drawn  only  far  enough  to 
reveal  this  one  figure  and  a  dark-blue  tablecloth  to  suggest  depth 
below  the  jutting  balcony  and,  incidentally,  to  cover  the  legs  of  the 
table,  the  effect  was  convincing  enough  to  be  acceptable  to  a  very 
discerning  audience.  A  Jessica  has  looked  out  of  an  upstairs  window 
by  standing  on  a  stepladder  and  parting  two  sections  of  material 
hung  in  the  top  quarter  of  an  upstage  screen.  A  Richard  III  with 
his  "two  Bishops  above"  has  been  suggested  by  the  hearing  of  his 
voice  off  stage  while  those  on  stage,  presumably  "below,"  looked  up 
to  a  high  point  off  stage  at  the  side. 

It  goes  without  saying  that  without  a  balcony  stage  adjustments 
will  have  to  be  made  in  the  locating  of  scenes.  When,  for  instance,  a 
balcony  or  "above"  scene  follows  an  inner-stage  scene,  it  will  be 
necessary  for  the  actors  either  to  play  the  inner-stage  scene  on  the 
middle  stage  or,  while  still  playing  the  inner-stage  scene  (that  is, 
still  carrying  on  the  dialogue),  to  step  out  on  to  the  middle  stage, 
thus  allowing  the  stage  crew  to  close  the  curtains  and  set  the  inner 
stage  for  the  "balcony"  scene  that  follows. 

Here  then  are  the  minimum  requirements  for  a  simplified 
Elizabethan  acting  area: 

1 .  A  forestage 

2.  A  middle  stage  with  enclosed  sides  and  two  exits 

3.  A  curtain  of  the  rod-and-ring  type 

4.  An  inner  stage 

But  even  these  simple  requirements  can  be  modified.  So  long  as 
the  actors  keep  in  mind  the  general  characteristics  of  the  stage  for 
which  Shakespeare  wrote  his  plays,  they  can  give  a  creditable 
performance  on  a  bare  platform.  The  simplest  setting  can  be  as 
effective  as  the  most  elaborate  in  the  presentation  of  a  great  play 
provided  the  actors  have  the  power  to  move  the  imagination 
of  the  audience  to  an  unconscious  acceptance  of  any,  or  no,  scenic 
representation. 


CHAPTER      3 
Lighting  on  Elizabethan  &  Modern  Stages 


Moon.  "This  Ian  thorn  doth  the  horned  moon  present." 

A  Midsummer  Night's  Dream,  V, 


IT  HAS  BEEN  PROVED  beyond  doubt  that  in  Shake- 
speare's time  performance  in  public  theaters  took  place  in  the 
afternoon  and,  in  the  case  of  the  Rose  and  Swan  theaters,  at 
3:00  P.M.  in  summer  and  at  2:00  p.m.  in  winter.  Most  scholars  are 
agreed  that  the  performances  lasted  for  two  and  a  half  hours,  a 
little  longer  perhaps  when  the  play  was  followed  by  the  jig,  a 
popular  solo  song  with  patter  and  dance,  which  survives  in  the 
low-comedy  turn  of  the  vaudeville  today. 

Let  us  start  by  realizing  that  by  far  the  greater  part  of  the  per- 
formance, in  fair  summer  weather,  was  lit  by  daylight  coming  from 
overhead.  It  would  be  wrong,  however,  to  think  of  this  as  the  dim 
light  seen  from  the  bottom  of  a  well.  We  have  to  remember,  in  spite 
of  most  of  the  contemporary  exterior  views  of  the  theaters,  which 
seem  to  prove  the  contrary,  that  these  buildings  were  much  less  in 
height  than  they  were  in  width.  In  the  case  of  the  Globe,  for 
instance,  the  walls  were  not  much  higher  than  35  feet,  while  the 
width  of  the  building  was  58  feet.  Once  the  erroneous  idea  of  the 
high  narrow  building  is  corrected  we  can  see  that,  given  fair 
weather,  the  forestage  would  be  well  lit  as  long  as  the  light  lasted. 

But  what  of  overcast  and  stormy  weather,  and  the  short  after- 
noons of  autumn  and  winter?  And  what  of  the  other  parts  of  the 
stage  that  were  not  under  the  open  sky?  Again  what  of  the  lighting 
of  scenes  that  were  supposedly  taking  place  at  night? 

Little  or  no  provision  seems  to  have  been  made  to  meet  seasonal 
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A  reproduction  of  an  Elizabethan  stage  within  the  Yale  University  Theater 
(1941),  showing  two  scenes  from  Hamlet.  (Courtesy  of  the  Yale  University  School 
of  the  Fine  Arts.  Photograph:  Commercial  Photo  Service  Company.) 


Pipe  scaffolding  and  completed  reproduction  of  Dr.  John  Cranford  Adams's 
Globe  playhouse,  by  the  Illini  Theatre  Guild  at  the  University  of  Illinois  (1948). 
(Courtesy  of  the  Illini  Theatre  Guild.)  4 
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and  poor-weather  conditions.  We  hear  Webster  complaining  that 
the  failure  of  his  The  White  Devil  was  due  to  the  fact  that  it  was 
given  in  winter  and  presented  "in  so  open  and  black  a  theater." 
And  yet,  as  great  an  authority  as  Sir  Edmund  K.  Chambers 
believes  that  some  "primitive"  attempt  at  illumination  was  made 
"in  form  of  cressets,  or  baskets  of  tarred  and  flaring  rope." 

When  the  actors  performed  on  the  part  of  the  stage  that  was 
under  the  "shadowe,"  there  would  certainly  be  a  reduction  of 
light,  but  this  would  not  be  very  considerable  since  the  "shadowe" 
was  nearly  as  high  up  as  the  roof  of  the  top  gallery.  Scenes  on  the 
alcove  and  balcony  stages,  however,  would  be  very  dimly  lit  if  the 
actors  had  had  to  depend  wholly  on  daylight.  It  is  therefore  not 
surprising  to  find  in  many  Elizabethan  and  Jacobean  plays  stage 
directions  in  which  the  parting  of  the  curtains  to  disclose  interior 
scenes  is  the  cue  for  the  entrance  of  pages  carrying  lighted  candles, 
which  they  evidently  held  throughout  the  scene.  (This  was  a  service 
performed  no  doubt  by  the  "tiring  men"  and  was  considered  a 
menial  task,  as  implied  in  "cannot  even  hold  a  candle  to  him.") 
There  is  frequent  mention  of  candles  being  placed  on  tables  on  the 
alcove  and  balcony  stages,  but  whether  the  candle  bearers  were  pres- 
ent also  on  these  occasions  is  unknown.  (Notice  the  candle  bearers 
lighting  the  players  in  Hamlet,  page  46.)  To  these  simple  devices  may 
have  been  added  a  few  lighting  eff'ects  borrowed  from  the  Court 
masques,  such  as  setting  lamps  behind  bottles  of  colored  water  or 
placing  tin  reflectors  behind  lights.  In  the  private  theaters  the  use  of 
revolving  reflectors  to  dazzle  the  eyes  of  the  audience  while  scenic 
properties  w^ere  set  up  or  removed  may  also  have  been  introduced;  if 
so,  they  also  were  suggested  by  their  use  at  Court  for  similar  purposes. 

Besides  the  intricate  and  powerful  artificial  lighting  of  the 
modern  theater  this  light  seems  feeble  and  wholly  inadequate,  and 
yet  it  never  seems  to  have  curtailed  the  use  of  these  inner  stages. 
Nor  did  the  playwrights  restrict  the  time  of  their  scenes  to  daylight 
hours.  Sir  Arthur  Quiller-Couch  draws  attention  to  Shakespeare's 
constant  use  of  darkness  to  aid  spectacular  efi'ect.  To  quote  a  few 
examples: 
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In  Romeo  and  Juliet 

the  tragic  action  really  starts  under  a  moonlit  balcony  and  ends  in  a 
vaulted  tomb.  .  .  .  Hamlet  opens  on  the  dark  battlements  of  Elsinore. 
.  .  .  Othello  opens  with  the  mutter  of  voices  in  a  dark  street,  and  ends  by 
the  bedside  lit  by  one  candle:  the  total  impression  of  Lear  is  of  a  dark 
heath  upon  which  three  or  four  men  wander  blindly,  lit  only  at  intervals 
by  flashes  from  the  dark  elements.  .  .  .  What,  again,  is  the  scene  that 
gives  quality  to  Julius  Caesar  but  the  brooding  night  in  Brutus'  garden? 
.  .  .  What,  again,  .  .  .  retrieves  The  Merchant  of  Venice  from  tragedy 
...  to  comedy  but  the  Fifth  Act,  with  placid  night  shimmering  towards 
dawn  ...  as  Portia  .  .  .  says  in  four  words  what  concludes  all? 

"It  is  almost  morning." 

As  to  Macbeth,  Shakespeare  saw  the  whole  play  as  "a  thing  of 
night."  1 

When  we  consider  that  the  daylit  theater  did  not  prevent  the 
playwrights  from  demanding  the  most  subtle  and  difficult  light 
effects  in  their  scripts,  we  see  that  realism,  as  we  understand  the 
term  on  the  modern  stage,  had  no  place  in  the  Elizabethan  public 
theater.  But  w^e  must  also  remember  that  this  lack  of  realistic 
representation  was  the  poet's  chance  to  create  his  own  day  and 
night. 

There  was  a  strange  and  what  must  have  been  traditional 
attempt  to  indicate  night  and  darkness  on  the  outer  stage  by  the 
symbolic  use  of  torches,  lanterns,  cressets,  and  candles.  The  arrival 
of  characters  carrying  these  in  broad  daylight  seems  to  have  been 
viewed  by  the  audience  with  complete  composure.  But  isn't  there 
a  suggestion  of  sly  laughter  at  this  custom  in  the  arrival,  in  A  Mid- 
summer Nighfs  Dream,  of  one  of  the  rustic  players  with  a  lantern  and 
bush  of  thorn  who  ''comes  to  disfigure,  or  to  present,  the  person  of 
Moonshine"? 

In  considering  this  prevalence  of  night  scenes  in  plays  of  the 
period,  we  have  to  take  into  account  the  fact  that  many  of  them 
w^ere  written  for  Court  presentation,  where  they  would  be  per- 
formed at  night  and  where,  we  know  from  the  accounts  of  the 

I.  Quiller-Couch,  (Sir)  Arthur,  Shakespeare's  Workmanship,  pp.  45-48. 
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Revels  Office,  the  artificial  light  was  brilliant,  and,  more  important 
still,  since  it  consisted  almost  entirely  of  candelabra  and  chan- 
deliers, was  capable  of  being  extinguished  when  required.  The  same 
would  be  true  of  the  lighting  in  the  private  theaters,  in  the  Inns  of 
Court,  and  in  the  palaces  and  mansions  of  royalty  and  nobility, 
where  the  companies  under  royal  and  noble  patronage  sometimes 
performed. 

The  greatest  scenic  importance  of  modern  stage  lighting  on  an 
Elizabethan  stage  is  its  capability  of  focusing  attention  on  any  of 
the  single  units  when  they  are  used  in  isolation  and  of  increasing 
and  decreasing  illumination  during  scenes.  But  modern  lighting 
must  be  used  with  discretion.  Though  no  producer  today  would 
be  so  pedagogic  as  deliberately  to  forego  the  use  of  all  the 
wonderful  and  effective  lighting  devices  that  he  has  at  hand,  he 
would  do  well  to  remember  that  the  limited  lighting  equipment 
of  the  Elizabethan  theater  was  directly  responsible  for  some 
of  the  loveliest  descriptions  of  light  and  darkness  in  the  English 
language,  and  that  garish  or  overtheatrical  lighting  of  the  scenes 
where  such  poetry  occurs  detracts  from  a  full  realization  of  their 
beauty.  He  should  also  realize  that  certain  types  of  lighting 
known  to  have  been  used  in  Elizabethan  times  can  be  wonder- 
fully effective.  Fire  laws  no  longer  allow  the  use  of  "naked" 
light,  but  electrical  devices  can  be  transformed  and  disguised  in 
such  a  way  as  to  prevent  their  use  from  being  incongruous  on 
an  Elizabethan  stage.  For  instance,  attempts  should  be  made  to 
reproduce  the  flickering,  murky  light  from  cressets,  which  can 
be  hung  on  the  pillars  of  the  "shadowe"  to  illuminate  the  dagger 
scene  in  Macbeth;  again,  when  the  alarm  bell  rouses  the  sleeping 
castle,  torches,  with  a  savage  fluttering  flare,  carried  by  the 
entering  servants,  would  increase  the  horror  of  the  scene  in  a 
way  that  could  not  be  realized  by  either  the  diffused  light  of  borders 
and  floods  or  the  concentrated  light  of  "spots." 

After  the  duel  in  the  semidarkness  of  the  graveyard  in  the  last 
act  of  Romeo  and  Juliet,  where  Romeo  wishes  to  identify  his  vic- 
tim, if  he  takes  a  shuttered  lantern  left  by  his  servant  Balthasar 
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and,  kneeling,  opens  it,  the  light  falls  naturally  and  directly  on  the 
dead  face  of  the  young  Paris,  and  the  very  simplicity  with  which  the 
pitiful  disclosure  is  made  increases  the  tragedy  as  no  focusing  of  a 
"baby  spot"  at  the  "psychological  moment"  can  hope  to  do.  If  the 
traditional  exit  of  Fortinbras's  men  bearing  the  dead  Hamlet  on 
their  shields  were  to  be  lit  only  by  the  tossing  flare  of  torches, 
leaving,  as  they  pass  out  of  sight,  a  totally  dark  stage,  we  might  find 
the  only  appropriate  ending  for  the  greatest  of  all  tragedies. 


CHAPTER      4 
Properties  &  Sound  Effects 


Quince.  "I  will  draw  a  bill  of  properties,  such  as  our  play 
wants." 

A  Midsummer  Night's  Dream,  I,  2 


THE  PROPERTY  MASTER  of  a  Shakespearean 
production  will  find  his  task  of  collecting  scenic,  utility,  and 
acting  properties  far  from  difficult.  Scenery  will  be  simple, 
and  furnishings  required  by  the  action  of  the  play  and  by  the  actor 
will  be  few  and  fairly  easy  to  come  by.  For  the  sake  of  the  ambitious 
stage  carpenter  and  his  crew  who  wish  to  make  their  own  furniture^ 
a  glance  at  similar  tasks  required  of  their  fellow  craftsmen  of  three 
hundred  years  ago  will  be  interesting,  and,  very  possibly,  profitable. 

Elizabethan  Production 

James  Wright,  in  his  Historia  Histrionica,  published  in  1699, 
extols  the  plays  and  actors  of  "the  last  age"  by  pointing  out  that 
they  could  "support  themselves  merely  from  their  own  merit,  the 
weight  of  the  matter  and  goodness  of  the  action,  without  scenes  and 
machines." 

That  scenery,  as  we  think  of  it  today,  was  little  more  than 
symbolic  painting  on  coarse  canvas — "painted  cloths" — is  pretty 
certain,  but  we  must  conclude  that  it  was  guesswork  on  Wright's 
part  that  excluded  scenic  properties  and  mechanical  devices  from 
the  Elizabethan  theater.  From  contemporary  descriptions  of  the 
street  theaters,  from  Henslowe's  notebooks,  from  Dekker's  GulPs 
Horn  Book,  and  from  the  stage  directions  in  the  plays  themselves,  it 
is  certain  that  these  aids  and  embellishments  were  elaborate, 
ingenious,  and,  to  an  Elizabethan  audience,  effective.  Nor  were 
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ese  innovations.  The  classical  theai 
chines"  in  which  gods  and  goddesses  descended  from  "above,"  and, 
as  already  mentioned,  had  provision  for  arrivals  from  and  departure 
to  the  "underworld"  below. 

In  England,  as  early  as  1236,  street  pageantry  included  such 
scenic  splendors  as  castles,  columns  painted  to  represent  marble 
and  jasper,  angels  descending  on  wires,  gigantic  puppets,  Noah's 
ark,  a  great  dragon  spouting  fire,  a  desert  with  trees  and  a  well, 
God  appearing  in  a  cloud,  Lucifer  going  down  to  Hell,  and  the 
sudden  springing  up  of  a  fountain  with  fine  flowers  all  about  it.  The 
list  of  scenic  properties  used  in  the  cycle  plays  and  the  elaborate 
representations  on  the  painted  cloths  that  enclosed  the  pageants  on 
three  sides  is  no  less  astonishing. 

There  is  no  doubt  that  certain  scenic  effects  and  properties  that 
had  become  traditionally  associated  with  any  kind  of  spectacular 
entertainment  would  certainly  be  looked  for  in  the  public  theaters, 
and  good  showmen  like  Burbage  and  Henslowe  knew  that  such 
expectations  must  not  be  disappointed  if  they  were  to  attract 
popular  audiences  to  the  playhouses. 

To  the  traditional  scenic  eff'ects  and  properties  novelties  must 
have  been  constantly  added.  These  may  not  have  emanated  from 
the  public  theaters  themselves.  The  street  theaters,  which  had 
engaged  the  services  of  artists  and  skilled  craftsmen,  may  have 
off'ered  a  few  suggestions,  and  certainly  the  close  association  of 
Shakespeare's  company  with  the  Court  masques  must  have 
inspired  much  that  was  ingenious  and  magnificent  in  the  way  of 
decor,  and  have  even  influenced  the  actual  style  and  forms  of  the 
plays  themselves. 

There  is  no  doubt  that  the  rising  tide  of  classicism  must  have  at 
least  lapped  the  doorsills  of  the  Globe  and  a  glance  at  this  influence 
will  be  rewarding. 

Renaissance  art,  which  originated  in  Italy,  had,  in  architectural 
forms,  been  influenced  by  Vitruvius,  and  this,  m  turn,  influenced 
the  settings  of  the  private  theaters  that  were  being  built  at  the  ducal 
courts.  Italian  artists  were  attached  to  the  English  Court  as  early 
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as  the  reign  of  Henry  VIII,  and  by  the  end  of  the  sixteenth  century 
not  only  were  English  scholars  visiting  and  even  residing  in  the 
Italian  ducal  courts,  but  English  architects,  such  as  John  Shute  and 
Inigo  Jones,  were  studying  in  Rome.  To  Rome  also  went  John 
Lyly,  and  it  is  easy  to  see  how  these  two  men,  Lyly  and  Jones,  who 
later  held  such  important  posts,  influenced  theatrical  production 
through  the  performances  they  created  for  the  English  Court.  The 
classical  influence  spread  to  the  presentation  of  classical  drama  in 
grammar  schools,  universities,  and  the  Inns  of  Court,  and  graced 
the  performances  given  by  the  Boys  of  St.  Paul's  and  the  Children 
of  the  Chapel  Royal. 

In  1566,  "classical  houses"  were  constructed  for  a  performance 
of  Palamon  and  Arcite  at  Oxford,  and  classical  "palace  doors"  in  a 
production  of  Jocasta  at  the  Inns  of  Court.  That  there  was  a  min- 
gling of  the  romantic  with  these  classical  elements  is  evident  for 
along  with  classical  "doors"  went  a  garden  of  magnificence  and 
beauty  where  flowers  could  be  gathered.  Many  properties  are 
mentioned  that  suggest  the  medieval  art  of  illuminated  manuscripts 
and  tapestries.  That  this  mingling  of  styles  was  seen  at  its  worst  in 
the  public  theaters  there  is  little  doubt.  The  jumbled  and  in- 
congruous styles  in  the  costuming  of  pseudoclassical  plays  bear  this 
out  (see  pages  146-147).  We  can  conclude,  then,  that  this  influence 
was  apparent  in  public-theater  performances,  although  not  to  any 
great  extent.  The  suggestion  of  George  R.  Kernodle  that  the  clas- 
sical elements  seen  in  the  street  theaters  influenced  the  interior 
decoration  of  the  playhouses^  has  led  to  reconstructions  of  Eliza- 
bethan stages  that  are  overelaborate  and  lacking  in  the  sturdy 
quality  that  we  associate  with  all  Tudor  design.  John  Cranford 
Adams's  restrained  treatment  of  the  decorations  suggested  by  the 
extant  Fortune  contract  are  far  more  acceptable,  and  the  realiza- 
tion of  their  quiet  worth  is  experienced  to  the  full  on  careful 
examination  of  his  beautiful  model  of  the  Globe  theater  in  The 
Folger  Shakespeare  Library  in  Washington,  D.C.  (see  illustrations 
opposite  pages  1 4  and  1 5) . 

I.  Kernodle,  George  R.,  From  Art  to  Theatre,  Fig.  47,  p.  152. 
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There  is  no  doubt  that  most  of  the  scenic  innovations  at  the  Globe 
were  direct  importations  from  the  Court  entertainments  where,  as 
early  as  1527,  fixed  and  movable  scenery  was  being  used.  Further 
evidence  is  found  in  the  similarity  of  properties  listed  in  the  Revels 
Office's  books  and  the  account  books  and  diary  of  Henslowe.  In 
both  are  to  be  found  monsters,  beasts,  "serpentes,"  birds  and  fish, 
grassy  banks,  artificial  flowers,  "mosse,"  and  rocks.  One  item  in 
the  Revels  Office  list  starts  a  train  of  conjecture.  It  consists  of 
numbers  of  life-sized  figures — savages,  soldiers,  and  bands  of  men — 
carved  in  wood,  which  passed  across  the  stage  during  the  intervals 
and  were  propped  on  stands  at  the  side  of  the  stage  during  the 
masque.  Now,  if  the  King's  Men  were  privileged,  as  the  student 
players  at  the  universities  were,  to  borrow  elaborate  scenic  proper- 
ties from  the  Revels  Office,  were  these  strange  figures  ever  used  in 
crowds,  battles,  processions,  and  the  like  at  the  Globe?  Again,  if 
they  (the  King's  Men)  had  access  to  valuable  and  ingenious 
properties  after  1603,  does  that  account  for  the  increased  elabora- 
tion of  the  staging  and  scenic  properties  called  for  in  Shakespeare's 
last  plays — Cymbeline,  The  Winter^s  Tale,  The  Tempest,  and  Henry 
VIII? 

To  summarize,  medieval  survivals  and  contemporary  innovations 
in  scenic  properties  and  effects,  going  hand  in  hand  with  splendor 
of  costuming,  must  not  only  have  compensated  for  the  lack  of 
actual  scenery,  but  have  provided  a  spectacle  of  wonder  and  beauty 
for  the  eyes  of  the  Elizabethan  audience. 

The  early  chronical  plays,  possibly  written  for  innyard  presenta- 
tion, ^  call  for  little  beyond  such  warlike  properties  as  gates,  walls, 
scaling  ladders,  and  tents,  and  leave  waving  banners,  marching  and 
countermarching  of  soldiers,  martial  music,  the  clash  of  arms,  and 
the  firing  of  cannon  to  suggest  the  excitement,  glory,  fury,  and 
clamor  of  war. 

Early  comedies,  such  as  The  Two  Gentlemen  of  Verona  and  The 
Comedy  of  Errors,  also  call  for  very  simple  stage  effects,  and  the  idea 

2.  It  must  be  remembered  that,  although  the  suggested  dates  of  these  early  plays  are 
a  decade  later  than  the  building  of  the  Theater  and  the  Curtain,  the  winter  season  still 
found  the  company  using  the  innyards. 
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that  Shakespeare  wrote  Love's  Labour's  Lost  before  he  came  to 
London  or  had  actual  contact  with  the  professional  stage  is  sup- 
ported by  the  fact  that  this  play  has  only  one  location  throughout, 
scenes  being  merely  nearer  or  farther  from  the  "tents"  or  "pa- 
vilion" in  the  background. 

Starting  with  these  simple  beginnings,  the  stage  directions, 
stated  and  implied,  in  the  plays  between  1595  and  1603  show 
increasing  demands  for  scenic  properties.  From  1603  to  161 3,  to 
the  demands  for  even  more  elaborate  scenic  properties  there  is 
added  an  increased  emphasis  on  grandeur  and  ingenuity  in  staging 
and  action.  Finally,  spectacles,  masques,  and  pageantry  begin  to 
take  a  place  of  first  importance,  so  ushering  in  the  decline  from  the 
greatest  period  of  English  drama. 

Modern  Production 
Scenic  Properties 

Walls  and  Gates.  The  above  discussion  will  serve  to  show  that 
little  will  be  required  in  the  way  of  scenic  properties  in  the  early 
chronical  plays,  that  is,  Henry  VI,  Parts  I,  II,  and  ///.  There  is, 
however,  one  important  item  that  must  be  considered,  and  that  is 
the  wall,^  with  gates  inset  or  attached,  that  covers  the  front  of  the 
inner  stage  in  the  siege,  parley,  and  battle  scenes.  Owing  to  the 
weight  and  bulk  of  this  property  there  is  no  possibility  of  its  quick 
setting-up  or  removal,  and  it  is  suggested  that  after  its  first  appear- 
ance it  remain  throughout  the  rest  of  the  play.  If  it  is  set  behind  the 
curtains,  it  can  be  covered  whenever  a  change  of  scene  is  required. 
In  this  case  all  interior  scenes  will,  of  course,  be  played  on  the 
middle  stage. 

On  the  Walls.  Overhanging  the  wall  is  the  tarras,  and,  with  the 
balustrade  removed  and  a  low  crenelated  border  placed  at  the 
front  edge,  this  becomes  the  top  of  City  Walls  or  ramparts  of  City 
Gates.  Against  this  the  scaling  ladders  can  be  placed  in  sieges,  and 

3.  This  wall  presents  an  unsolved  problem.  In  /  Henry  VI,  II,  i,  French  soldiers  in 
their  shirts  "leap  over  the  Walls,"  and  in  King  John,  TV,  3,  Arthur  "leaps  down"  from 
the  Walls.  In  spite  of  the  fact  that  many  Elizabethan  actors  were  also  acrobats  it  is 
difficult  to  imagine  them  jumping  down  12  feet  without  injuring  themselves. 
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upon  it  soldiers,  governors,  and  mayors  of  the  cities  can  appear  to 
iight  or  parley. 

Rose  Hedge.  In  /  Henry  VI,  II,  4,  there  are  roses  that  are  plucked 
from  "this  thorn,"  "this  briar,"  and  "the  tree,"  all  of  which,  no 
doubt,  refer  to  a  property  hedge  placed  so  as  to  run  upstage  from 
the  center  of  the  forestage,  with  white  and  red  roses  growing  on 
either  side.  Such  placing  not  only  will  make  the  grouping  and 
business  easier,  but  will  give  symbolic  emphasis  to  the  division  of 
the  Yorkist  and  Lancastrian  factions.  In  a  similar  way,  the  wall 
that  runs  from  the  middle  stage  up  to  the  center  of  the  curtains  of 
the  inner  stage  in  Romeo  and  Juliet,  II,  i  and  2,  serves  to  divide 
Juliet  and  the  boundaries  of  the  Capulet  orchard  from  the  roistering 
young  Montague  kinsmen  and  supporters.  Romeo's  climbing  of 
this  wall  is  one  of  the  most  significant  and  symbolic  actions  leading 
to  the  ultimate  tragedy. 

Mole  Hill.  In  5  Henry  VI,  I,  4,  the  dreadful  scene  of  the  mockery 
and  murder  of  York  takes  place  on  a  "mole-hill,"  and  it  is  on  a 
"mole-hill"  again  in  Act  II,  scene  5,  that  the  King  sits  to  watch 
the  symbolic  scenes  of  civil  strife.  This  is,  surely,  that  same  grassy 
bank  or  mossy  bank  that  turns  up  so  often  in  lists  of  Elizabethan 
properties.  In  both  scenes  this  hill  should  be  placed  at  the  foot  of 
one  of  the  pillars. 

'  Hedge.  In  All's  Well  That  Ends  Well,  IV,  i,  and  in  Twelfth  Night, 
II,  5,  a  hedge  is  called  for,  and,  since  it  is  described  in  the  latter 
play  as  a  "box  tree,"  one  resembling  the  dark-green  close-set 
foliage  of  box  would  reasonably  do  for  both.'* 

Trees  and  Shrubs.  Trees  and  shrubs  on  the  playhouse  stages  were 
real,  as  they  were  in  the  Court  banqueting  hall  when  entertain- 
ments were  presented,  an  easy  matter  for  the  property  masters  of 
the  playhouses  with  the  country  close  at  hand  on  every  side  of  the 
City. 

In  As  You  Like  It  it  is  possible  that  trees  were  fastened  against 
the  two  pillars  before  the  play  began. 

4.  This  hedge  and  the  rose  hedge  above  should  have  castors  to  aid  in  their  quick 
handling. 
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In  a  modern  professional  production  property  trees  would  be 
used,  but  it  is  well  for  amateur  players  to  remember  that  real  pines, 
firs,  or  hemlocks  are  more  effective,  and  that,  placed  in  tubs  of 
wet  sand,  they  will  keep  fresh  for  two  or  three  weeks.  The  same 
applies  to  small  shrubs  and  boughs  of  greenery. 

Arbor.  An  arbor,  or  summerhouse,  will  be  needed  in  Much  Ado 
about  Nothing  II,  3,  and  III,  i.  If  we  judge  by  the  descriptive  lines, 
this  must  be  a  three-sided  affair  of  latticework  covered  with  vines 
and  creepers.  It  could  come  up  on  the  center  trap,  as  it  undoubtedly 
did  at  the  Globe,  or  it  could  be  "thrust  out"°  between  the  inner- 
stage  curtains. 

Tents.  Tents  are  often  needed  in  the  histories,  and,  though  the 
inner  stage  can  serve  for  some  tent  scenes,  others  require  that  the 
tents  be  brought  on  and  set  up  on  the  fore-  or  middle  stages. 
Pictures  of  tents  of  the  period  show  them  to  be  mostly  square  in 
shape,  and  these  will  be  easy  to  assemble  if  heavy  wooden  bases 
with  deep  holes  are  used.  In  these  holes  poles  can  be  stood  upright 
and  crosspieces  dropped  into  slots  at  the  top.  All  that  is  then  needed 
for  their  completion  is  drapery  long  enough  and  deep  enough  to 
cover  back  and  sides,  with,  possibly,  an  extra  piece  for  the  flap. 
If  possible,  these  tents  might  be  set  up  off  stage  and  thrust  on,  in 
which  case  small  platforms  on  castors  would  have  to  take  the  place 
of  bases. 

Tombs.  The  tomb  that  opens  {Titus  Andronicus,  I,  i)  or  the  tomb 
that  can  be  wrenched  open  (Romeo  and  Juliet,  V,  2)  presents  a 
problem  until  we  remember  that  caves  opened  and  cliffs  were 
"cleft"  in  the  Court  masques,  and  that  similar  devices  seem  to 
have  been  part  of  the  technique  of  revealing  interiors  in  the  street 
theaters.  It  seems  reasonable  to  suppose  then  that  flats  that  could 
be  drawn  apart  must  have  been  a  well-known  scenic  device.  Inner- 
stage  curtains  opening  to  reveal  a  solid  rock  face — painted  canvas 
stretched  on  frames — which  could  be  drawn  apart  by  hand  on 
either  side  \yas  possibly  all  that  was  needed  at  the  Globe,  and 
certainly  will  be  all  that  is  needed  in  a  modern  amateur  production, 
5.  See  p.  2 1 ,  footnote  1 4, 
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Board  Ship.  There  are  numerous  board-ship  scenes,  and,  ahhough 
no  scenic  properties  seem  to  have  been  needed,  the  setting  no 
doubt  added  something  to  the  general  effect.  For  instance,  there  is 
no  doubt  that  The  Tempest,  I,  i,  and  Pericles,  III,  i,  were  presented 
on  the  balcony  stage.  The  banquet  scene  on  Pompey's  anchored 
galley  {Antony  and  Cleopatra,  II,  7)  on  the  other  hand  was  certainly 
played  on  the  middle  stage.  Although  it  is  easy  to  place  Pericles 
reclining  in  his  pavilion  {Pericles,  V,  i),  on  board  his  ship  on  the 
middle  stage,  the  barge  lying  alongside  to  which  people  "descend" 
and  in  which  they  "put  off"  is  another  matter.  Perhaps  after  all,  it 
was  very  simple,  merely  necessitating  a  climb  up  or  down  a  ladder 
set  in  the  Grave. 

Lists.  There  are  references  to  the  "lists"  on  the  stage  in  Richard  II 
and  in  Pericles.  These  are  simply  barriers,  or  palisades,  surrounding 
the  ground  set  apart  for  tilting. 

Utility  Properties 

The  utility  properties  called  for  in  the  plays  are  limited  to  house- 
hold. Court,  and  institutional  furnishings,  and  these  fortunately  are 
not  hard  to  find.  Originals  may  be  seen  in  museums  and  in  palaces 
and  houses  of  royalty  and  nobility  that  are  open  to  the  public.  If 
none  of  these  are  easy  of  access,  there  are  fine  photographs  of  all 
important  pieces  in  the  many  excellent  books  on  Elizabethan  and 
Jacobean  furnishings  (see  pages  88-89). 

Owing  to  the  continued  popularity  of  the  furniture  of  these 
periods,  reproductions  are  to  be  found  very  easily,  and  certainly 
the  scholar-player  property  man  will  not  have  to  search  far  for 
them.  There  are  few  academic  buildings  that  do  not  have  such 
reproductions  that,  on  request,  may  be  borrowed  or  hired. ^ 

If  the  company  of  scholar-players  could  afford  to  purchase  a  few 
good  reproductions,  that  would  be  best  of  all.  This  is  not  such  an 
expensive  undertaking  as  may  at  first  be  imagined,  for,  with  the 

6.  This  is  particularly  true  of  American  colleges  of  the  institutional-Gothic  type. 
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aid  of  different  sets  of  hangings  and  cushions,  the  same  pieces  can 
be  used  over  and  over  again,  and,  when  this  is  done,  the  maximum 
number  of  articles  required  is  surprisingly  small. 

If  possible,  all  furniture  should  be  of  oak  or  imitation  oak,  and 
the  lighter  Jacobean  spindle  type  used  instead  of  the  extremely 
heavy  and  solid  Tudor  style.  In  the  case  of  the  necessarily  large 
pieces  of  furniture,  castors  should  be  attached  to  feet  and  bases  to 
allow  for  quick  and  easy  placing  and  removal.  It  will  be  as  well 
not  to  place  large  articles  on  the  inner  stage  if  it  is  being  used  as  a 
localized  interior  scene,  but  only  when  the  inner-outer  stage  is  a 
unit  representing  a  hall  or  council  chamber,  etc.,  and  the  placing 
of  furniture  on  both  stages  is  deliberately  employed  to  link  the  two 
areas.  The  balcony  stage,  since  it  is  used  solely  as  a  localized  and 
self-contained  unit,  must  be  uncrowded  to  allow  the  actors  as  much 
space  as  possible.  However,  one  of  the  largest  properties  of  all  will 
be  used  on  this  stage — the  bed,  and  where  this  is  in  use  there  must 
be  a  minimum  of  other  furniture  on  the  stage  at  the  same  time, 
and  even  these  should  be  small. 

In  order  that  the  furniture  may  be  in  keeping  with  the  stage 
setting,  we  must  first  consider  the  articles  in  daily  use  in  Eliza- 
bethan and  Jacobean  houses,  palaces,  and  institutional  buildings, 
and  then  we  can  proceed  with  more  assurance  to  select  those 
articles  that  we  require  for  production. 

Beds.  There  were  two  kinds  of  beds,  the  heavy  four-poster  with 
corniced  tester  hung  with  curtains  at  the  sides  and  foot,  having  a 
high,  paneled  headboard;  and  a  small  bed  with  low,  paneled  head- 
and  footboards.  The  former  is  the  one  called  for  in  the  plays  and 
presents  the  greatest  problems  of  acquisition,  manipulation,  and 
storage,  for  such  a  bed  is  difficult  to  buy,  borrow,  hire,  or  make,  and 
the  fact  that  it  will  be  required  on  the  balcony  stage  as  well  as  on 
the  inner  and  outer  stages  presents  the  difficulty  of  getting  such  a 
cumbersome  property  up  and  down  the  narrow  stairways.  A  solu- 
tion is  to  be  found,  perhaps,  in  having  a  separate  frame,  capable  of 
being  dismantled,  which  consists  of  the  tester,  four  posts,  and  head- 
board. This  could  be  set  up  over  a  simple  bed  and  easily  dismantled 
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for  transport  or  storage.^  In  this  case  a  bed  could  be  kept  on  each 
floor  and  the  frame  easily  carried  up  and  down  and  adjusted  to 
either  bed,  as  required.  (See  page  63.) 

Chairs.  There  are  four  types  of  chairs  that  can  be  used  together  or 
separately: 

1 .  The  paneled  chair  with  a  very  high  back  and  a  boxed-in  seat, 
suitable  for  persons  of  ecclesiastical  or  noble  rank  to  use  on  formal 
occasions,  such  as  Wolsey  in  the  court  scene  in  Henry  VIII,  II,  4;  the 
Duke  in  the  court  scene  in  The  Merchant  of  Venice;  and  the  King  and 
Queen  in  Hamlet,  as  they  watch  the  play  (Act  III,  scene  2).  (See 
page  63.) 

2.  The  "turned"  chair  composed  of  a  series  of  spindles  with  arms, 
and,  often,  a  triangular  seat.  This  could  be  used  in  all  domestic 
interiors. 

3.  The  X  chair,  which,  although  earlier  in  date,  has  been  in 
constant  use  in  all  periods  down  to  today.  It  is  a  particularly  grace- 
ful type  and  can  be  used  in  court,  palace,  and  castle  scenes.  (See 
page  63.) 

4.  The  "farthingale"  chair.  Since  all  the  above  chairs  have  arms, 
and  women  find  them  difficult  to  use  with  their  "cartwheel" 
hipped  skirts,  a  few  chairs  of  this  fourth  type  are  indispensable. 
This  chair  is  without  arms,  has  a  large  square  seat  with  a  shoulder- 
high  back,  and  is  the  only  one  of  the  period  on  which  upholstery 
appears. 

Settles,  Thrones,  Stools.  The  high-backed  settle  of  the  period  (page 
63)  is  not  indispensable  but  would  be  found  very  convenient  for 
seating  two  or  three  persons  close  to  one  another  for  an  exchange  of 
confidences,  especially  if  they  are  women  with  wide  farthingales — 
Mistress  Ford  and  Mistress  Page  in  The  Merry  Wives  oj  Windsor, 
IV,  2,  for  instance.  Such  a  seat  might  also  meet  the  seating  require- 
ments of  Falstaff.  Again,  if  a  settle  is  placed  in  a  strategic  position, 
a  person  can  hide  behind  it  for  the  purpose  of  eavesdropping;  with 
its  back  turned  to  the  audience,  characters  can,  by  standing  on  the 

7.  Such  an  apparently  separate  frame  is  seen  in  an  illustration  in  Airne,  G.  W.,  The 

Story  of  Tudor  and  Stuart  Britain  Told  in  Pictures^  p.  27. 
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seat,  represent  the  prisoners  in  a  court  of  justice.  If  the  settle  is 
boxed  in  and  has  a  hinged  seat,  it  can  serve  as  a  hiding  place  for  a 
small  person,  or  be  employed  for  the  storage  of  properties  when  not 
in  use. 

One  kind  of  settle  peculiar  to  the  period  has  a  back  that  can  be 
pulled  up  and  over  the  seat  to  form  a  table.  If  a  settle  of  this  type 
could  be  hired  or  borrowed  or  purchased,  it  would  be  a  useful  and 
economical  property  since  it  would  serve  two  purposes. 

A  property  that  should  be  a  permanent  possession  of  a  Shake- 
spearean repertory  theater  is  a  throne  of  state  (page  63).  Copies  of 
the  coronation  chair  used  by  the  kings  of  England  seem  to  have 
been  used  frequently  in  the  past,  and  originally  this  wide  and  heavy 
property  was  lowered  by  tackle  and  pulley  from  the  "huts"  on  to 
that  part  of  the  stage  immediately  in  front  of  the  inner-stage  cur- 
tains. A  modern  copy  made  of  light  wood  or  metal  can  easily  be 
"thrust  out"  through  the  inner-stage  curtains.  If  representative 
curtains  are  hung  behind  it,  the  nationality  of  the  monarch  can  be 
established  and  in  this  way  the  one  throne  can  serve  for  two  or  more 
purposes.  In  Henry  V,  for  instance,  with  a  red  curtain  covered  with 
golden  lions  rampant,  it  becomes  the  English  throne  (Act  I,  scene 
2),  and  with  a  blue  curtain  covered  with  silver  fleur-de-lis,  the 
French  throne  (Act  II,  scene  4). 

Among  the  essential  seating  properties  must  be  included  a  num- 
ber of  joint  stools,  so  often  mentioned  in  the  plays  (see  page  63). 
These  will  serve  many  purposes  and  can  be  placed  and  removed 
with  dispatch.  The  name  "joint"  serves  to  distinguish  the  article 
made  by  a  joiner  from  the  rough-hewn  one  used  in  farmhouses 
and  cottages.  There  were  many  types  of  joint  stools  and  all  of  them, 
or  nearly  all  of  them,  are  procurable  in  reproduction.  There  are 
"high  stools,"  "low  stools,"  "box  stools,"  and  "kneeling  stools"; 
some  upholstered  and  some  carved,  some  with  splayed  feet,  some 
with  turned  or  spindle  legs,  and  some  with  seats  that  lift  up  to 
discover  a  shallow  box  beneath.  It  would  be  well  to  get  the  lightest 
kind  for  easy  handling  and  to  have  at  least  four  of  one  type,  so  that 
they  can  be  placed  together  to  form  a  bench  in  out-of-door  scenes. 
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Chests.  One  or  two  fairly  large  chests,  on  very  short  legs,  not  only 
will  be  authentic  period  pieces  for  domestic  interiors,  but  will  serve 
for  low  tables  or  even  supply  sitting  accommodations.  Off  stage 
they  supply  excellent  storage  space  for  valuable  properties  and 
hangings.  (See  page  63.) 

Tables.  For  the  most  part  tables  were  long,  narrow,  and  heavy, 
and  while  there  was  great  variety  in  the  shape  of  the  legs  and  the 
decoration  of  the  friezes,  the  simplest  will  serve  for  all  scenes  where 
long  tables  are  required,  even  including  courts  of  justice,  council 
rooms,  and  banqueting  halls  (see  page  63).  The  popular  and  easily 
obtained  gate-leg  table  will  serve  for  all  other  purposes. 

Sideboards.  Many  uses  will  be  found  for  a  small  two-tiered  side- 
board or  buffet,  and,  though  this  is  not  absolutely  necessary,  it  is 
convenient  to  use  in  place  of  more  cumbersome  furniture.  For 
instance,  though  it  would  give  "atmosphere"  to  have  a  dresser  in 
inn  rooms,  kitchens,  and  cottage  scenes,  the  height,  width,  and 
weight  of  such  a  property,  to  say  nothing  of  all  the  articles  that 
would  have  to  be  placed  on  its  shelves,  would  make  it  extremely 
heavy  to  handle,  whereas  the  buffet,  small  and  light  to  handle,  will 
be  found  to  serve  all  purposes  for  which  a  dresser  ordinarily  would 
be  used. 

Cupboards.  A  large  cupboard  can  always  be  indicated  by  the  cur- 
tained alcoves  on  the  inner  and  balcony  stages,  thus  obviating  the 
necessity  for  such  a  heavy  space-filling  property  as  the  Tudor  or 
Jacobean  "Court  cupboard,"  or  "armoire."^  The  small  cupboard 
mounted  on  spindle  legs,  or  even  placed  on  a  gate-leg  table,  is  not 
only  a  decorative  but  a  very  useful  property  in  interior  scenes. 

Boxes.  Long,  rather  narrow,  flat-lidded  boxes,  known  as  "Bible 
boxes,"  should  be  included  in  utility  properties,  for  these  can  be 
used  not  only  as  receptacles  for  letters,  papers,  and  books,  but  also 
for  jewels  and  toiletries  in  such  scenes  as  the  unrobing  of  Desdemona 
in  Othello,  IV,  3,  the  scene  between  Hero  and  Ursula  when  the 

8.  In  spite  of  the  order  given  for  the  removal  of  the  "Court  cupboard"  in  Romeo  and 
Juliet,  1,  5,  the  Hnes  (7-8)  very  probably  did  not  refer  to  an  actual  property  on  the  stage, 
but  were  only  part  of  the  orders  being  shouted  on  and  off  the  stage  by  the  servants  in 
all  the  haste  and  excitement  attendant  upon  turning  a  dining  hall  into  a  ballroom. 


Elizabethan  stage  furniture.  c.Boxed-in  chair.  ^.Coronation  chair, 
backed  settle.  t/.Inlaid  walnut  bed.  ^.Oak  draw-table.  /.X  chair. 
linen-fold  design.    ^i.Joint  box  stool.    ^.Joint  stool. 
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former  is  being  dressed  for  her  wedding  in  Much  Ado  about  Nothings 
III,  4,  and  even  in  the  Portia  and  Nerissa  scene  in  The  Merchant  of 
Venice^  I,  2,  if  we  consider  the  discussion  of  the  suitors  to  be  taking 
place  in  Portia's  "closet."  (See  page  65.) 

Hand  Properties.  Smaller  furnishings,  such  as  goblets,  flagons, 
plates,  dishes,  tankards,  caskets,  basins,  and  ewers,  were  costly 
and  ornate,  and  here  again  we  shall  need  to  consult  illustra- 
tions of  those  that  are  known  to  have  been  in  use  between  1 580  and 
161 3.  Originals  of  these  can  be  seen  in  many  museums,  the  finest 
and  most  complete  collection  being  in  the  Victoria  and  Albert 
Museum  in  London.  Reproductions  might  be  purchased  in  theat- 
rical supply  stores  or  hired  from  professional  property  warehouses. 
Failing  these  possible  sources  of  supply,  substitutes  will  have  to  be 
purchased  or  made  that  are  as  representative  as  possible.  (See  pages 
65  and  89.) 

Hangings.  Curtains  before  the  inner  and  balcony  stages  seem  to 
have  ranged  from  the  most  costly  velvets  and  silks,  used  in  the 
private  theaters,  to  the  ones  made  of  rough  canvas  painted  to  repre- 
sent tapestry  that  are  known  to  have  been  used  in  the  public 
theaters.  These  latter,  known  as  "painted  cloths,"  often  seem  to 
have  had  a  pictorial  representation  of  some  episode  from  classical 
myth  or  story.  It  is  safe  to  conjecture  that  these  were  replaced  dur- 
ing the  performance  by  simple  representations  of  out-of-door  scenes 
or  by  pictures  having  a  symbolic  significance.^ 

Perhaps  it  would  be  safe  to  guess  that,  as  a  newly  built  playhouse, 
the  Globe  was  furnished  with  real  tapestries,  and  there  is  much 
evidence  to  prove  that  these  were  replaced  by  black  hangings  when 
a  tragedy  was  to  be  presented.  (We  hear  of  hangings  being  made  of 
black  velvet  in  a  Court  performance  of  Northward  Hoe.y^  Again, 
there  is  no  doubt  that  these  curtains  were  of  the  rod-and-ring  type 
and  were  always  drawn  by  means  of  cords  and  pulleys  by  unseen 
stagehands.  The  apparent  opening  of  the  curtains  by  people  on  the 

9.  This  suggests  the  use  of  more  than  one  set  of  rods  and  rings.  These  were  possibly 
arranged  one  behind  the  other  and  ensured  the  quick  and  invisible  changing  needed 
for  such  representations  as  those  suggested  in  Part  I,  Chap,  i. 

ID.  Chambers,  (Sir)  Edmund  K.,  The  Elizabethan  Stage,  Vol.  Ill,  p.  79. 


'h>  ^  /^  ^/=>  ^  ^  ^  ^  ^^     e.x  C;.  "^^^  cv.  c^,  c:^  C:^  c^  c^  o.c>v 


Elizabethan  stage  properties,  a,  ^.Marble  bowl  and  stoneware  jug,  both  mounted 
in  silver  gilt.  c.Glass.  ^/.Silver  cup.  ^.Silver  ewer.  /.Lute.  ^.Silver  candlestick. 
A.Wooden-framed  mirror.    ^.Italian  carved  chest.    ;.Bible  box. 
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Stage  was  a  dramatic  device.  For  instance,  they  were  supposedly 
opened  by  pages  as  part  of  ceremonial  entrance  or  exit,  and  when 
an  actor  wished  to  reveal  or  shut  out  a  scene  on  the  inner  stage,  he 
could  appear  to  open  or  close  them  with  his  own  hands.  The  fact 
that  they  were  manipulated  from  backstage  was  of  great  advantage 
to  magic  revelations  for  it  was  only  necessary  for  the  actor,  sup- 
posedly in  command  of  supernatural  powers,  to  wave  a  wand  or 
hand  for  the  curtains  to  fly  apart. 

Two  sets  of  curtains  of  some  heavy  upholstery  fabric  having  an 
appearance  of  tapestry  will  be  needed  for  a  reconstruction  of  the 
Globe  stage,  as  well  as  two  sets  of  black  curtains,  preferably  of  some 
rich  heavy  material.  The  side  curtains  (wings)  of  the  inner  and 
balcony  stages  could  also  be  of  the  imitation  tapestry,  but  this 
might  be  found  too  heavy  and  difficult  to  manage  when  properties 
were  being  placed  and  removed  in  a  hurry.  If  the  back  walls  are 
paneled,  as  we  suppose  those  at  the  Globe  to  have  been,  lightweight 
material  of  the  same  brown  would  perhaps  be  the  most  satisfactory. 

The  curtains  to  the  alcoves  on  both  upper  and  lower  stages  should 
certainly  be  of  imitation  tapestry  to  represent  the  "arras"  frequently 
mentioned  in  Elizabethan  plays,  ^^  and  if  these  were  of  very  wide 
but  light  material  they  could  be  used  to  cover  the  entire  back  wall 
when  a  formal  setting  was  needed.  The  Queen's  closet  in  Hamlet,  set 
on  the  balcony  stage,  could  be  so  staged.  The  curtains  on  the  left 
side  (audience's  left)  could  stop  just  short  of  the  door,  and  Polonius 
could  hide  in  the  alcove  if  a  division  in  the  curtains  was  arranged  so 
as  to  fall  in  front  of  it.  Again,  this  tapestried  background  would  be 
particularly  eff'ective  when  a  formal  inner-outer  interior  was  re- 
quired, as  in  the  ball  scenes  where  the  dancing  takes  place  in 
Romeo  and  Juliet,  Much  Ado  about  Nothing,  and  Hejiry  VIII.  In  The 
Merchant  of  Venice,  this  tapestried  background  would  be  dignified 
and  useful  in  the  casket  scene.  On  Portia's  command,  Nerissa  would 
open  the  alcove  curtains  wide  enough  to  reveal  the  caskets  standing 
on  a  table. 

1 1 .  A  complete  covering  of  walls  by  tapestry  hung  from  frames  projecting  a  few  feet 
from  the  wall  and  known  as  the  "arras"  was  a  common  feature  of  Elizabethan  rooms. 
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When  the  inner  stage  represented  a  bower,  cave,  or  grassy 
bank  in  garden  or  forest,  we  can  only  suppose  that  this  wall  hang- 
ing was  replaced  by  painted  cloths  representing  the  required 
environment. 

As  already  mentioned,  there  appear  to  have  been  rods  running 
from  the  front  to  the  back  of  the  inner  stage,  upon  which  curtains, 
referred  to  as  "traverses,"  were  hung  when  the  stage  was  divided  to 
represent  a  row  of  shops  or  tents.  For  our  particular  purpose  these 
could  be  of  the  same  uniform  brown  as  the  wing  curtains. 

Two  other  sets  of  hangings  remain  to  be  considered — the  curtains 
at  the  back  of  the  bay-window  stages  and  the  one  in  front  of  the 
minstrels'  gallery.  In  many  cases  this  "gallery"  seems  to  have  been 
nothing  more  than  a  wide  casement  window,  with  material  of  some 
thin,  but  opaque,  texture  hung  directly  against  the  frame.  In  the 
window  stages,  curtains  would  be  needed  to  shut  off  the  acting 
space  from  the  tiring  room  or  storage  space  behind  and  would  have 
to  be  hung  as  far  back  as  possible  to  allow  enough  room  for  two  or 
more  actors — or  musicians.  These  curtains,  too,  might  be  made  of 
the  same  material  as  that  used  for  wings  in  the  alcove  and  on  the 
balcony  stages. 

Floor  Coverings.  There  is  no  doubt  that  the  floor  of  inner,  balcony, 
and  platform  stages  in  the  Elizabethan  playhouse  were  strewn  with 
rushes,  but  how  long  this  custom  was  retained  we  do  not  know.  Not 
until  the  production  of  Henry  VIII  in  161 3  do  we  hear  of  matting 
being  used  as  a  floor  covering.  It  may  have  been  used  before,  but  the 
fact  that  it  is  mentioned  suggests  that  it  was  an  innovation. 

The  rushes  ofl'er  many  problems.  For  instance,  were  they  spread 
uniformly  over  the  platform  stage,  and,  if  so,  what  happened  when 
the  traps  were  used?  How  were  small  properties  that  had  to  be 
thrown  down  recovered  (the  ring  in  Twelfth  Night,  for  example)? 
Was  it  possible  to  dance  on  a  rush-strewn  floor?  Even  if  rushes  were 
procurable  today,  which  is  doubtful,  it  begins  to  look  as  though 
they  would  be  more  of  a  liability  than  an  asset,  and  it  would  be 
folly  to  follow  an  unhygienic  and  inconvenient  custom  for  the  sake 
of  chronological  correctness.   It  is  likely  that  the  matter  will  be 
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settled  in  any  case  by  the  Fire  Department,  for  there  is  no  doubt  that 
a  rush-strewn  stage  would  constitute  a  serious  fire  hazard. 

Acting  Properties 

Apart  from  scenic  properties,  described  above,  there  are  a  num- 
ber of  acting  properties  that  present  difficulties  to  the  modern  stage 
director,  and  it  will  be  as  well  to  consider  these  in  some  detail. 

Carrying  Chair.  A  number  of  times  in  the  plays  a  carrying  chair  is 
used,  and,  fortunately,  there  is  an  illustration  of  the  type  of  thing 
that  this  must  have  been  in  Shakespeare^ s  England,  Vol.  I,  p.  210.  A 
glance  at  this  will  suggest  the  possibility  of  using  a  strong  kitchen 
chair  with  two  stout  poles  passed  under  the  solid  seat  and  lashed  to 
the  sides  of  the  back  rest.  If  these  poles  protrude  far  enough  at  the 
back  and  front,  it  will  be  an  easy  matter  for  two  men  to  lift  and 
carry  the  chair  and  its  occupant. 

Double  Throne.  Double  thrones  for  kings  and  queens  sitting  in 
state  need  be  nothing  more  elaborate  than  two  boxed-in  chairs  (see 
page  63)  set  on  a  dais  backed  by  hangings  (the  inner-stage  curtains). 

Seating  for  the  Senate.  One  other  method  of  seating  needs  explana- 
tion. It  occurs  in  Julius  Caesar,  III,  i.  The  stage  description  "Before 
the  Capitol"  points  to  the  possibility  of  the  first  few  speeches  being 
made  on  the  middle  stage  to  suggest  that  they  take  place  in  the 
street.  The  next  description,  "Goes  up  to  Senate,"  would  be  accom- 
panied by  a  parting  of  the  curtains  to  discover  the  Senate  seated  on 
scaffolds  on  the  inner  stage,  and,  further,  a  chair  on  a  dais  could  be 
placed  in  front  of  these  scaffolds  to  indicate  that  the  scene  has  now 
shifted  to  "Inside  the  Capitol."  This  scaffold  seating  was  common 
in  the  bear  gardens,  in  the  innyards,  and  along  the  routes  of  proces- 
sions, and  the  setting  up  of  risers  and  boards  would  not  have  been 
a  difficult  task.  It  will  certainly  be  a  possible  and  effective  setting 
for  the  modern  production. 

Horrors.  It  is  extremely  unlikely  that  any  theatrical  company 
today,  whether  amateur  or  professional,  will  even  consider  a  per- 
formance of  Titus  Andronicus.  It  is  a  poor  play,  and  its  unrelieved 
brutality  and  violence  make  it  doubtful  stuff  to  present  to  a  modern 
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audience,  prone  as  it  is,  when  reaching  a  degree  of  satiety — "supp'd 
full  of  horrors" —  to  find  relief  in  uproarious  or  hysterical  laughter. 
With  this  play  excluded  from  the  repertoire  there  will  be  no  need  to 
consider  the  means  of  representing  severed  hands,  bloody  stumps, 
slit  throats,  torn-out  tongues,  and  blood  pouring  out  copiously 
enough  to  be  caught  in  a  basin.  But  in  the  grim  chronical  plays  and 
in  some  of  the  tragedies,  where  Death  forever  stalks,  swinging  his 
scythe  at  all  and  sundry,  the  disposal  of  the  dead  becomes  a  major 
consideration.  For  general  purposes,  stretchers,  or  "litters,"  seem 
to  have  been  used,  though  we  must  also  consider  the  wheeled 
catafalque  as  being  used  in  some  cases.  Another  possibility  is  a 
tablelike  stretcher  with  legs  and  carrying  poles.  The  dead,  conveyed 
on  any  of  these,  could  have  been  covered  by  a  pall  when  they  did 
not  have  to  be  exposed,  and  have  been  suggested  by  pillows  or 
padding — a  perfectly  practical  procedure  today.  In  Elizabethan 
productions,  when  the  pall  was  suddenly  thrown  back  and  the  dead 
exposed,  as  in  Richard  III,  I,  2,  and  in  Julius  Caesar,  III,  2,  horrific 
dummies  with  bloody  gaping  wounds  and  mutilations  were  used — 
a  procedure  not  advised  in  modern  production.  Further  restraint  in 
presenting  the  ghastly  might  extend  to  similar  properties.  Severed 
heads  are,  of  course,  action  properties,  but  rather  than  follow  the 
Elizabethan  custom  of  using  a  wax  representation  of  the  supposed 
decapitated  person,  modeled  from  the  actor's  face  and  complete 
with  hair  of  his  color  and  dreadful  appendages,  a  bundle,  suggesting 
that  the  head  has  been  gathered  up  in  a  cloth,  can  be  substituted. 
Only  if  the  exposed  head  is  an  essential  part  of  action,  as  in  the  case 
of  the  head  of  York  on  the  Gates,  j  Henry  VI,  II,  2,  should  anything 
more  realistic  be  attempted. 

In  the  case  of  death  taking  place  on  the  fore-  or  middle  stage 
bodies  seem  frequently  to  have  been  dragged  off  by  the  heels,  a 
custom  underscored  by  Hamlet's  removal  of  the  corpse  of  Polo- 
nius,^2  while  carrying  devices,  such  as  shields,  were  sometimes  used 
for  the  illustrious  dead.   It  certainly  expedites  these  removals  if 

12.  As  this  takes  place  on  the  balcony  stage,  the  removal  of  Polonius's  body  seems 
at  first  unnecessary  until  we  remember  that  the  hiding  of  the  body  is  a  deliberate 
"antic"  gesture  on  the  part  of  Hamlet  and  so  constitutes  essential  plot  business. 
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Stretchers  are  used  and  helps  to  discourage  irrepressible  giggles  on 
the  part  of  the  more  risible  section  of  the  audience. 

When  death  has  supposedly  occurred  off  stage  and  the  bodies  are 
brought  on,  as  in  the  case  of  Regan,  Goneril,  and  Cordelia  in  King 
Lear,  there  is  no  reason  why  the  actors  should  not  represent  the 
corpses. 

Bodies  on  the  balcony  or  inner  stages  present  no  problems  as  the 
closing  of  the  curtains  at  the  end  of  scenes  takes  care  of  all  removals. 

Banquet.  In  many  of  the  plays  a  banquet  "appears,"  and,  since 
this  is  a  property  so  frequently  in  demand,  it  can  be  set  up  with  table 
carpet,  goblets,  plates,  and  dishes  more  or  less  permanently.  All 
small  ornamental  properties  can  be  fastened  down — with  scotch 
tape — to  facilitate  transport. 

Dagger.  A  suspended  dagger  that  moved  and  oozed  with  blood 
was,  no  doubt,  a  prideful  property  in  the  Elizabethan  production  of 
Macbeth.  With  a  literal-minded  audience  this  could  not  remain  a 
dagger  of  the  mind,  as  it  most  certainly  will  today. 

'''Machines*^ :  Supernatural  Appearances  and  Disappearances.  In  Mac- 
beth there  are  even  more  complicated  matters  to  consider.  There  are 
the  appearances  and  disappearances  of  the  Witches,  for  instance. 
Their  first  brief  scene  might  be  on  the  middle  stage,  or  even  on  the 
tarras;  their  next  two  will  certainly  be  center,  when  they  will  arrive 
and  depart  on  the  large  trap.  In  the  last  of  these  scenes,  Hecate 
appears  on  the  tarras  where  a  little  spirit  in  a  cloud  waits  for  her 
and,  at  the  end  of  the  scene,  she  mounts  the  cloud  and  is  drawn  up 
through  the  trap  door  in  the  "heavens."  This  brings  us  to  the  whole 
question  of  aerial  manipulation. 

In  the  Elizabethan  theater  persons  and  properties,  such  as  the 
heavy  throne  of  state,  were  "let  down"  and  "drawn  up"  by  the 
simple  expedient  of  ropes  or  wires,  pulleys,  and  hand-turned  wind- 
lasses, all  of  which  were  situated  in  the  "heavens"  and  "huts."^' 
That  the  method  was  noisy  and  clumsy  in  the  beginning  there  is  no 

1 3.  It  has  been  proved  conclusively  that  ropes  w^ere  sometimes  lowered  to  be  fastened 
to  persons  or  things  that  had  to  be  dravm  up  to  the  second  level.  This  certainly  makes 
the  raising  of  Antony  to  the  Monument  less  of  a  problem. 
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doubt,  for  not  only  are  there  scoffing  allusions  to  it  in  contemporary 
accounts  of  playhouse  performances,  but  the  stage  directions  for  all 
such  business  call  for  accompanying  "music"  or  "thunder,"  or  both, 
which  were,  obviously,  devices  to  drown  the  creaking  of  the 
machinery. 

As  time  went  on  and  the  productions  of  the  King's  Men  were 
more  and  more  frequently  performed  at  Court,  improvements  in 
aerial  equipment  must  have  been  influenced  by  the  wonderful 
suspended,  and  rising  and  falling,  scenes  that  were  being  intro- 
duced into  the  Court  masques.  The  "cloud"  in  Macbeth  was  cer- 
tainly something  more  than  the  ofl'spring  of  the  medieval  cloud  in 
which  God  descended  in  the  pageant;  it  may  have  been  a  tiny 
emanation  of  the  gorgeous  clouds  that  Inigo  Jones  was  presenting 
to  the  wondering  eyes  of  the  Court.  There  was  one  aerial  novelty 
that  may  actually  have  been  designed  for  a  Shakespearean  play  by 
this  scenic  artist  himself.  In  Cymbeline,  V,  4,  Jove  arrives  on  the 
back  of  an  eagle,  and  in  an  extant  design^^  by  Inigo  Jones  we  have 
this  same  deity  arriving  in  the  same  fashion  complete  with  thunder- 
bolt.-^^ The  design  was  used  for  a  Court  masque  {Tempe  Restored)  in 
1632,  but  there  is  no  reason  why  it  should  not  have  been  originally 
drawn  for  a  Court  production  of  Cymbeline.  This  supposition  is  sup- 
ported by  a  suggestion  made  by  Allardyce  Nicoll,^^  that  three  ex- 
tant drawings  of  scenic  settings,  one  by  Inigo  Jones,  may  have  been 
made  for  a  proposed  Court  production  of  Cymbeline.  By  the  time  of 
the  first  production  of  The  Tempest — about  161 3 — flying  apparatus 
must  have  advanced  considerably.  According  to  the  stage  directions 
for  Ariel,  a  spectacle  of  wonder  and  delight  must  have  ravished  the 
Globe  audience.  ^^  Designs  for  the  improved  mechanism  used  in  the 
Court  masques  are  fortunately  extant,  and  reproductions  of  these 

14.  This  design  is  reproduced  in  Nicoll,  Allardyce,  Stuart  Masques  and  the  Renaissance 
Stage,  p.  94. 

15.  We  have  to  remember,  however,  as  Mr.  Nicoll  points  out  {ibid,  p.  180),  that  in 
Italy,  as  early  as  1589,  deities  were  arriving  on  eagles,  lions,  and  even  goats. 

16.  Ibid,  p.  150. 

17.  There  is,  in  the  British  Museum,  a  sheet  of  Pelham  Humphrey's  musical  setting 
for  "Where  the  bee  sucks."  It  was  composed  sometime  in  the  reign  of  Charles  II  and 
has  the  following  stage  direction:  "A  Song  in  the  Machines  by  Ariel's  Spirits."  This 
suggests  that  the  "flying  ballet"  is  far  older  than  has  been  generally  believed. 


72  STAGING 

are  to  be  found  in  Allardyce  Nicoll's  Stuart  Masques  and  the  Renais- 
sance Stage, 

It  is  doubtful  if  any  but  professional  stages  should  attempt  these 
effects.  Certainly  the  amateur  company's  budget  would  never 
stand  the  expense  of  installing  modern  flying  apparatus.  It  will  be 
up  to  the  agility  and  grace  of  the  actors  and  the  skill  of  the  director 
to  replace  flying  entrances  and  exits  by  ingenious  and  unexpected 
"discoveries"  and  "disappearances."^^ 

Now,  to  return  to  the  Witches  in  Macbeth.  The  scene  of  the 
apparitions  (Act  IV,  scene  i )  is  not  nearly  so  diflicult  as  it  sounds. 
A  low  screen,  representing  the  caldron,  can  be  set  in  front  of  the 
open  Grave  on  the  inner  stage,  stage  flame  appearing  at  the  sides.  ^^ 
From  below,  the  figures  will,  one  by  one,  mount  a  ladder  that  can 
rest  against  the  front  of  the  Grave,  and  will  appear  actually  to  rise 
in  the  midst  of  the  caldron.  At  the  end  of  this  scene,  the  screen- 
caldron  will  be  lowered  into  the  Grave — a  piece  of  business  that  can 
be  masked  by  the  Witches — and  the  Grave  flap  will  be  closed.  The 
Kings  will  then  enter  through  the  door  at  the  back  of  the  inner 
stage,  pass  across,  and  exit  between  the  side  curtains  on  the  left 
(audience's  left). 

Animals ^^  Animals  always  constitute  a  difficulty  on  the  stage.  If 
they  are  real,  they  are  unpredictable  and  tricky  properties;  if  imita- 
tion, a  complete  failure.  There  is  no  doubt  that  Launce's  dog  was 
real,  and  it  is  easy  to  suppose  that  Moonlight's  dog  was  also  a  sad 
little  mongrel,  but  was  it  a  real  bear  that  chased  Antigonus  in  The 
Winter^s  Tale^  III,  3?  There  is  in  Titus  Andronicus,  The  Tempest,  and 
A  Midsummer  Nighfs  Dream  a  pack  of  hounds  which,  although  they 
do  not  appear  in  the  first  and  last  of  these  plays,  are  at  least  heard 
giving  tongue.  Again  we  can  imagine  that  the  cry  of  hounds  "ofl'" 

18.  A  delightful  piece  of  business  for  Puck's  first  entrance  is  suggested  by  Ronald 
Watkins  in  his  Moonlight  at  the  Globe,  pp.  25-26. 

19.  Long  streamers  of  red  and  yellow  paper  or  silk  blown  into  fluttering  tongues  by 
an  electric  fan. 

20.  Two  survivals  of  the  old  animal  cults  which  passed  into  the  mumming  plays  are 
used  in  A  Midsummer  Night's  Dream  and  The  Merry  Wives  of  Windsor.  In  the  first,  Bottom 
has  his  head  replaced  by  the  head  of  an  ass,  and  in  the  second  a  buck's  head  is  worn  by 
Falstaff. 
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was  certainly  introduced  in  the  forest  scenes  of  As  You  Like  It.  How 
was  it  done?  We  hear  of  an  entire  hunt  being  suggested  off  stage  in  a 
play  presented  before  the  Queen  at  Oxford !  Were  they  real  hounds? 
Well,  the  effect  presents  no  problem  for  the  modern  director. 
Sound-effect  records  (see  page  320)  can  be  used  that  are  realistic 
enough  to  be  accepted  without  comment  by  the  most  exacting 
menibers  of  the  audience.  As  to  the  hounds  that  appear  in  The 
Tempest,  these  were  undoubtedly  men  in  antic  costume. 

Macbeth  and  Banquo  are  supposed  to  be  on  horseback  when  they 
first  encounter  the  Witches,  and  in  the  chronical  plays  there  are 
many  scenes  in  which  mounted  men  take  part.  We  can  only  guess 
that  we  have  the  explanation  of  these  horses  in  the  lines  of  the 
Chorus  at  the  opening  of  Henry  V. 

"Think  when  we  talk  of  horses  that  you  see  them 
Printing  their  proud  hoofs  i'  the  receiving  earth." 

For  the  rest,  possibly  the  old  hooves-heard-off  trick^^  and  the  en- 
trance of  the  supposed  riders  with  whips  and  spurs  will  have  sufficed. 

Sound  Effects 

There  are  many  sound  effects  called  for  in  Shakespeare's  plays. 
By  far  the  most  numerous  have  to  do  with  martial  music  (see 
pages  325-326)5  but  "noises  of  battle"  would  be  a  good  second. 
There  is  one  battle  that  consists  entirely  of  sounds  heard  off.  It 
occurs  in  Antony  and  Cleopatra,  III,  8,  and  is  indicated  by  "noise  of  a 
sea  fight  off."  We  know  that  for  such  effects  cannon,  fireworks, 
drums,  clashes  of  metal  on  metal,  shaking  of  chains,  "thunder,"  and 
confused  shouting  were  used,  and  these,  or  their  substitutes,  will  do 
equally  well  today. 

There  is  one  property  that  a  Shakespearean  company  must 
possess  even  at  heavy  expense,  and  that  is  a  large  deep-toned  bell. 
For  impressive  dramatic  effect  this  property  is  indispensable.  Nor  is 

2 1 .  Two  empty  half  shells  of  a  coconut  are  grasped  in  the  palms  of  the  hands  and 
brought  down  in  rapid  alternation  on  a  slate.  The  property  man  usually  hangs  the  slate 
round  his  neck  and  walks  from  the  back  of  the  stage  to  the  wings  clip-clopping  as  he 
comes,  or  goes  from  the  wings  to  the  back  of  the  stage,  depending  on  the  arrival  or 
departure  of  the  "horses." 


74  STAGING 

there  any  satisfactory  substitute. ^^  Was  there  ever  such  an  opening 
to  a  great  tragedy  as  the  twelve  solemn  strokes  of  midnight  that 
sound  before  the  human  voices  are  heard  on  the  dark  battlements 
of  Elsinore !  The  horror  that  sweeps  over  the  castle  where  a  king  is 
found  foully  murdered  is  increased  to  terror  by  the  clashing  of  the 
great  alarm  bell.  The  solemn  striking  of  a  clock,  marking  the  time 
for  some  event  of  evil  or  solemnity,  the  reverberations  of  a  bell 
heralding  some  dreadful  apparition,  the  slow  beating  of  time  in  the 
ears  of  the  imprisoned  or  dying,  the  sweet  sound  of  midnight  to  the 
brides  and  bridegrooms — that  is  also  the  signal  for  the  spirits  of 
earth,  air,  water,  and  fire  to  bless  the  house — all  these  and  many 
others  prove  how  important  Shakespeare  himself  considered  the 
great  bell  which  hung  in  the  tower  of  the  Globe. 

In  regard  to  the  rest  of  the  "noises  heard  off,"  such  as  a  murmur- 
ing, an  angry,  or  a  jubilant  crowd,  the  sounds  of  hunting,  of  storms, 
or  of  marching  men — these  will  give  little  trouble,  for  the  modern 
producer  has  at  his  command  sound-effect  records  that  will  give  a 
convincing  representation  of  any  sound  or  noise  required  in  the 
plays.  A  company  that  specializes  in  this  type  of  record  is  Major 
Sound  Effect  Records.  (See  page  320  for  address.) 

22.  Fine  sound-effect  records  can  be  had  for  many  small-bell  purposes,  such  as 
striking  clocks,  and  chimes.  See  pages  325-326. 
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*Whanslaw,  H.  W.,  The  Bankside  Stage-book,  Wells  Gardner,  Darton  & 
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Sources  for  Illustrations 

Greek  Theater 

Cheney,  Sheldon,  The  Theatre,  p.  54a:  Theater  of  Dionysus,  Athens.  P. 

54^:  Theater  at  Epidaurus.  Pp.  60,  62:  Reconstructions  by  Fiechter. 
NicoLL,  Allardyce,  The  Development  of  the  Theatre,  frontispiece:  Theater 

of  Dionysus,  Athens.  P.  23:  Theater  at  Epidaurus. 
,  World  Drama,  p.  33:  Theater  at  Epidaurus. 
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Roman  Theater 

Cheney,  Sheldon,  The  Theatre,  pp.  63,  89,  163a:  Theater  at  Aspendus. 

P.  98:  Stage  of  theater  at  Orange  (reconstruction).  P.  1636:  Theater  at 

Ephesus. 
NicoLL,   Allardyce,    The  Development  of  the    Theatre,   pp.   52-55    (Figs. 

42-47):  Theaters  at  Aspendus  and  Orange.  (Note  roof  over  stage  in 

Fig.  44.) 
,   World  Drama,  p.   113:  Theater  at  Orange.  P.   128:  Theater  at 

Taormina. 

Cornish  "Round"  at  Perranzabulo 

Albright,  Victor  E.,  The  Shakesperian  Stage,  p.  18:  Ground  plan  and 
cross  section.  This  round  is  thought  by  some  scholars  to  be  of  Roman 
origin,  by  others  to  be  British  remains  later  used  by  the  Romans. 

Medieval  Staging  of  Religious  Drama 
Church  Setting  of  Liturgical  Plays 

Albright,  Victor  E.,  The  Shakesperian  Stage,  p.  12:  Resurrection  play, 
1 2th  century  (conjectural).  P.  13:  Plan  of  Donaueschingen  Passion-play 
stage,  1 6th  century. 

Chambers  (Sir)  Edmund  K.,  The  Mediaeval  Stage,  Vol.  II,  p.  83:  Conjec- 
tural setting.  P.  84:  Plan  for  Donaueschingen  Passion-play  stage,  i6th 
century. 

NicoLL,  Allardyce,  The  Development  of  the  Theatre,  pp.  65,  67:  Reproduc- 
tions of  the  two  illustrations  from  Chambers  above. 

Stationary  Staging  outside  the  Church 

Albright,  Victor  E.,  The  Shakesperian  Stage,  p.  16:  author's  conjectural 

plan  of  the  stage  of  Mary  Magdalene,  1 5th  century. 
Cheney,  Sheldon,  The  Theatre,  p.  162:  Valenciennes  Passion  Play  of  1547 

in  progress  (recent  reconstruction  based  on  a  contemporary  sketch). 

Pageants 

Airne,  C.  W.,  The  Story  of  Tudor  and  Stuart  Britain  Told  in  Pictures,  p.  17: 

A  mystery  at  Coventry. 
Cheney,  Sheldon,  The  Theatre,  p.  166:  A  play  in  progress. 
Whansl.wv,  H.  B.,  The  Bankside  Stage-book,  p.  9:  A  "station"  or  "scafTold" 

in  a  mystery  play. 
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Stages  Used  by  Strolling  Players 

Baker,  George  Pierce,  The  Development  of  Shakespeare  as  a  Dramatist^  p. 

190:  A  trestle  stage. 
Cheney,  Sheldon,  The  Theatre,  p.  234:  A  board-and-barfel  stage. 
NicoLL,  Allardyce,  The  Development  oj  the  Theatre,  p.  73:  A  platform  stage. 
Shakespeare  Survey,  Vol.  Ill,  p.  87:  Mountebank  stage  at  a  fair  (note  the 
unusual  height  of  the  trestles) . 

Street-theater,  or   Tableaux-vivants,  Staging 

The  British  Drama  League  Magazine,  Summer  number,  1951,  "Drama 
Festival  of  Britain,  1951,"  p.  38:  A  play  in  progress  on  a  stage  built  on 
a  motor  truck. 

Kernodle,  George  R.,  From  Art  to  Theatre,  p.  79:  Tableau  vivant  over  an 
arch.  P.  170:  Street  theater  for  a  play  of  the  Judgment  of  Soloman, 
Louvain,  1594  (see  trestle  stage  and  curtain  backing  for  a  throne). 

Shakespeare  Survey,  Vol.  Ill,  Plate  V:  17th-century  triumphal  car,  which 
gives  a  good  idea  of  a  setting  of  a  street  theater.  Plate  VI:  A  typical 
street-theater  stage. 

University  Staging 

Cheney,  Sheldon,  The  Theatre,  p.  185:  Scenes  from  comedies  of  Terence 

on  a  platform  stage. 
Kernodle,  George  R.,  From  Art  to  Theatre,  p.  161  (Fig.  48):  Two  arcade 

fagades  (illustrations  for  an  edition  of  Terence,  Lyons,  1493). 
NicoLL,  Allardyce,  The  Development  oj  the  Theatre^  p.  84:  Settings  for  two 

plays  by  Terence,  1493. 

Innyard  Staging 

Adams,  Joseph  Quincy,  Shakespearean  Playhouses,  p.  4:  White  Hart  Inn, 

Southwark  (with  ground  plan). 
Baker,  George  Pierce,  The  Development  of  Shakespeare  as  a  Dramatist,  p. 

200:  Play  in  progress. 
Besant,  (Sir)  Walter,  London,  p.  235:  Bull  and  Mouth  Inn,  St.  Martin's- 

le-Grand. 
,  South  London,  pp.  137  (notice  how  the  galleries  jut  forward),  239, 

261,  268,  321:  Old  innyards. 
Hodges,  C.  Walter,  Shakespeare  and  the  Players,  p.  15:  Play  in  progress. 
Lawrence,  William  J.,  Pre-Restoration  Stage  Studies,  frontispiece:  New  Inn, 

Gloucester  (including  ground  plan). 
Shelley,  Henry  C,  Inns  and  Taverns  of  Old  London,  p.  76:  Yard  of  Belle 
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Sauvage  Inn,  London   (known  to  have  been  used  by  the  players  in 
Shakespeare's  time). 
Speaight,  Robert,  Drama  since  igjg,  p.  10:  A  performance  of  The  Mer- 
chant of  Venice  at  the  George  Inn,  Southwark,  in  wartime  England. 

Bearbaiting  Rings 

Adams,  Joseph  Quincy,  Shakespearean  Playhouses,  p.  120^:  Bankside,  1554- 

1558.  P.  120^:  Bankside,  1580.  P.  330:  Faithorne's  Map  of  London, 

1658. 
Baker,  George  Pierce,  The  Development  of  Shakespeare  as  a  Dramatist,  p.  18: 

London  showing  Bankside,  1588  (colored).  P.  174:  Visscher's  View  of 

London,  161 6. 
Besant,  (Sir)  Walter,  South  London,  p.  213:  Bear  garden. 

Great  Halls 

Elizabethan  England,  Plate  19:  Middle  Temple  Hall  (note  the  two  doors  and 

gallery). 
Harrison,  G.  B.,  Introducing  Shakespeare,  p.  97:  Middle  Temple  Hall. 
Quennell,  Marjorie,  and  Quennell,  C.  H.  B.,  A  History  of  Everyday 

Things  in  England,  Vol.  II,  p.  27:  The  old  hall,  Berkhamsted  School. 

P.  54:  Elizabethan  hall. 
Shakespeare's  England,  Vol.  II,  p.  66:  Middle  Temple  HaU. 

Elizabethan  Theaters 

Contemporary  Pictures — Exteriors 

Adams,  John  Cranford,  The  Globe  Playhouse,  frontispiece:  Globe,  about 
1 61 2  (Visscher's  View,  1616).  P.  i8a:  Rose  and  bear  garden  (Keere's 
View,  1593).  P.  18^:  Rose,  first  Globe,  and  bear  garden,  as  in  1603 
(Delarem).  P.  203:  Rose,  about  1593  (Hondius's  View,  1611).  P.  387: 
Rose,  about  1593  (Baker's  Chronicle,  1643). 

Adams,  Joseph  Quincy,  A  Life  of  William  Shakespeare,  p.  120:  Rose,  as  in 
1 589- 1 599  (Speed's  Atlas,  161 1).  P.  266:  Swan,  about  161 2  (Visscher's 
View,  161 6).  P.  280:  First  Globe  (Visscher).  P.  406:  Site  of  Blackfriars, 
marked  on  Ogilby  and  Morgan's  Map  of  London,  1677. 

,  Shakespearean  Playhouses,  p.  147a:  Rose  and  bear  garden  (Norden's 

Map  of  London,  1593).  P.  147^:  Same  (Baker's  Chronicle,  1643).  P.  149: 
Rose  and  bear  garden,  as  in  1589-1599  (Speed's  Atlas,  161 1).  P.  246: 
Rose,  first  Globe,  and  bear  garden,  1603  (Delarem).  P.  253:  First  Globe 
(Visscher's    View,    16 16).    P.   256:   Bankside   playhouses,   about    161 2 
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(Merian's  View,   1638).  P.  260:  Second  Globe  (Hollar's   View,   1647). 

P.  326:  Hope,  or  second  bear  garden  (Hollar). 
Baker,   George  Pierce,    The  Development  of  Shakespeare  as  a  Dramatist, 

frontispiece:  London  in  1610,  showing  the  first  Globe  (Hondius's  View, 

161 1).   P.    165a:   Rose   (Hollar's    View,    1647).   P.    165^:   Swan,   about 

161 2    (Visscher's    View,    161 6).  P.    175a:    Second  Globe  (Visscher).  P. 
175/?:  Hope  and  bear  garden  (Visscher). 
Cheney,  Sheldon,  The  Theatre,  p.  275:  Bankside  (Visscher's  View,  1616). 
FoLGER,  Shakespeare  Library  Prints,  The  Shakespearian  Theatre. 
Shakespeare  Survey,  Vol.  I,  Plate  X:  Bankside  showing  three  playhouses 

(Delarem).  Plate  XHL  Second  Globe  and  bear  garden  (Hollar's  View, 

1647).  Very  fine  enlarged  reproduction.  Vol.  H,  Plate  XH:  Second 

Globe  and  bear  garden  (Hollar). 
Thorndike,  Ashley  H.,  Shakespeare' s  Theatre,  frontispiece:  Swan,  Hope, 

and  Globe  (Visscher's  View,   161 6).  P.  33:  London  (Hondius's   View, 

1611). 
Wilson,  J.  Dover,  Life  in  Shakespeare' s  England,  between  pp.  192  and  193: 

Globe  and  bear  garden  (Hollar's  View,  1647). 

Contemporary  Pictures — Interiors 

Adams,  John  Cranford,  The  Globe  Playhouse,  p.  42:  Vignette  from  title 
page  oi Roxana,  1632  (play  in  progress).  P.  114:  Vignette  from  title  page 
of  Messallina,  1640  (front  stage,  curtains  closed).  P.  162:  Frontispiece  of 
The  Wits,  1642  (performance  in  progress).  P.  306:  Swan,  based  on 
De  Witt's  "observations,"  1596. 

Adams,  Joseph  Quincy,  A  Life  of  William  Shakespeare,  p.  268:  Swan 
(DeWitt,  1596). 

Baker,  George  Pierce,  The  Development  of  Shakespeare  as  a  Dramatist,  p. 
210:  Swan  (De  Witt,  1596).  P.  230:  Stage  of  the  Red  Bull  Theater  (?). 
(See  quoted  comment  under  Lawrence,  William  J.,  below. 

Chambers,  (Sir)  Edmund  K.,  The  Elizabethan  Stage,  Vol.  H,  p.  521:  Swan 
(DeWitt,  1596). 

Cheney,  Sheldon,  The  Theatre,  p.  271:  Swan  (De  Witt,  1596).  P.  284a: 
Vignette  from  title  page  of  Roxana,  1632  (play  in  progress).  P.  284/): 
Vignette  from  Messallina,  1640  (front  stage,  curtains  closed). 

FoLGER  Shakespeare  Library  Prints,  The  Shakespearian  Theatre. 

Harrison,  G.  B.,  Introducing  Shakespeare,  p.  92:  Swan  (De  Witt,  1596). 

Lawrence,  William  J.,  The  Elizabethan  Playhouse,  p.  18:  Frontispiece  to 
The  Wits,  "usually  misdescribed  as  the  Red  Bull  Theatre." 

NicoLL,  Allardyce,  The  Development  of  the  Theatre,  p.  121 :  Swan  (De  Witt, 
1596).  P.  123^:  Vignette  from  title  page  of  Roxana,  1632  (play  in  prog- 


I 


I 


SOURCES    FOR    ILLUSTRATIONS  85 

ress).  P.  123^:  Vignette  from  Messallina,  1640.  P.  125:  Reconstruction 

drawn  by  S.  B.  Marston. 
Shakespeare  Survey,  Vol.  I,  Plate  III:  Swan  (De  Witt,  1596). 
Shakespeare's  England,  Vol.  II,  p.  286:  Title  page  of  Roxana  (see  stage  in 

middle  panel  at  bottom).  P.  299:  Swan  (De  Witt,  1596). 
Thorndike,  Ashley  H.,  Shakespeare'^ s  Theater,  p.  51 :  Swan  (De  Witt,  1596). 

Conjectural  Reconstructions 

Adams,  Joseph  Quincy,  A  Life  of  William  Shakespeare,  p.  284:  Globe,  cross 

section.  P.  286:  Globe,  interior. 
AiRNE,  C.  W.,  The  Story  of  Tudor  and  Stuart  Britain  Told  in  Pictures,  p,  17: 

Globe,  play  in  progress. 
Albright,   Victor   E.,    The  Shakesperian  Stage,   frontispiece:   A   typical 

Shakespearean  stage — perspective  view.  Plate  8:  Ground  plans  of  the 

same.  Plate  1 1 :  Set  for  Timon  of  Athens,  V,3 — inner  scene.  Plate  12:  Set 

for  Timon  of  Athens,  V,4 — outer  scene.  (All  these  conjectural  reconstruc- 
tions are  by  the  author.) 
Baker,  George  Pierce,  The  Development  of  Shakespeare  as  a  Dramatist,  p. 

180:  Globe.  P.  220:  Cross  section.  P.  240:  Stage  used  by  Elizabethan 

Stage  Society.  Pp.  250,  260:  Harvard  University  Elizabethan  stage. 

P.  280:  An  "Elizabethan"  stage,  showing  use  of  a  painted  cloth  in 

upper  stage. 
Besant,  (Sir)  Walter,  South  London,  p.  209:  Globe  (note  three  gables,  bell, 

and  flag  tower). 
Chambers,  (Sir)  Edmund  K.,   The  Elizabethan  Stage,  Vol.  Ill,  p.  84:  A 

square   theater   (proportions   of  the   Fortune).   P.   85:   An   octagonal 

theater  {e.g.,  the  Globe,  size  of  the  Fortune). 

,  Shakespearean  Gleanings,  p.  98:  Globe. 

Cheney,  Sheldon,  The  Theatre,  p.  268:  Fortune. 

Harrison,   G.  B.,  Introducing  Shakespeare,  p.    100:  A  reconstruction  by 

Walter  H.  Godfrey. 
Hodges,  C.  Walter,  Shakespeare  and  the  Players,  frontispiece:  A  delightful 

colored  print  of  the  Theater  and  the  Curtain.  Pp.  36,  63:  Globe.  Pp. 

69-85 :  Many  scenes  of  a  play  in  progress  at  the  Globe. 
Kernodle,  George  R.,  From  Art  to  Theatre,  p.  152:  "Reconstruction  of  a 

composite  fagade  with  the  basic  pattern  of  the  Elizabethan  stage.  Every 

detail  of  decoration  here  is  known  to  have  been  used  on  either  a  theatre 

or  a  tableau  fagade  in  England  or  Flanders." 
Law^rence,  William  J.,  Old  Theatre  Days  and  Ways,  p.  68:  Photograph  of 

a  model  of  the  first  Globe  designed  by  W.  Noel  Hills. 


86  STAGING 

,  Those  Nut-cracking  Elizabethans^  frontispiece:  A  typical  Elizabethan 


public  theater. 

The  National  Geographic  Magazine,  September,  1951,  p.  416:  John  Cranford 
Adams's  model  of  the  Globe.  P.  417:  Elizabethan  stage  at  the  Folger 
Shakespeare  Library. 

NicOLL,  Allardyce,  The  Development  0}  the  Theatre,  p.  125:  A  reconstruc- 
tion of  an  Elizabethan  theater  drawn  by  S.  B.  Marston. 

QuENNEL,  Marjorie,  and  Quennel,  C.  H.  B.,  A  History  oj  Everyday  Things 
in  England,  Vol.  II,  p.  71 :  An  Elizabethan  playhouse  (play  in  progress). 

Shakespeare  Quarterly,  January,  1950,  frontispiece:  Scenes  from  typical 
Oregon  Shakespeare  Festival  presentations  illustrating  use  of  the 
Elizabethan    stage.    P.    7:    Line    drawing    of    the    same    stage. 

,  January,   1951,  frontispiece:  Photograph  of  the  John  Cranford 

Adams  model  of  the  Globe  stage.  P.  8:  Sign  and  main  entrance  of  the 
above.  P.  9:  "Heavens"  and  upper  stage  of  the  above.  P.  13:  Artist's 
sketch  of  the  Globe. 

Shakespeare  Survey,  Vol.  I,  Plate  XVI:  The  Elizabethan  stage  at  the  Folger 
Shakespeare  Library.  Vol.  II,  Plates  I-X:  twenty-four  photographs  of 
modern  settings  showing  adaptations  of  the  Shakespearean  stage.  Vol. 
Ill,  p.  86:  Basic  platform  stage.  P.  89:  Burbage's  theater.  (The  tiring- 
house  booth  of  the  street  theater  has  here  been  built  up  to  correspond 
with  the  galleries,  but  the  "heavens"  canopy  has  not  yet  been  added.) 
P.  91 :  Reconstruction  of  the  Fortune  stage. 

Shakespeare' s  England,  Vol.  II,  306:  Fortune,  as  reconstructed  by  Walter  H. 
Godfrey. 

Thorndike,  Ashley  H.,  Shakespeare' s  Theater,  p.  75:  Fortune,  ground  plan. 
P.  88:  Albright's  ground  plans.  P.  96:  Fortune,  as  reconstructed  by 
Walter  H.  Godfrey. 

Watkins,  Ronald,  Moonlight  at  the  Globe.  Many  delightful  drawings  by 
Maurice  Percival  of  the  Globe  and  of  the  adaptations  of  these  to  the 
Harrow  stage. 

,  On  Producing  Shakespeare.  More  delightful  drawings  by  Maurice 

Percival. 

Whanslaw,  H.  W.,  The  Bankside  Stage-book,  frontispiece:  Fortune.  P.  67: 
Ground  plan  of  the  Fortune.  P.  132:  Another  view  of  the  Fortune. 

Wilson,  J.  Dover,  Life  in  Shakespeare's  England,  p.  161:  An  Elizabethan 
stage  (from  Albright). 

Details  of  Stage  Construction 
Balcony  Railings 

Shakespeare's  England,  Vol.  II,  pp.  306,  341  (notice  wide  interstices  to  allow 
for  fullest  possible  visibility). 


SOURCES    FOR    ILLUSTRATIONS  87 

Bay  Windows 

Adams,  Joseph  Quincy,  A  Life  of  William  Shakespeare,  p.  18:  Shakespeare's 
birthplace  (notice  the  bay  window  at  the  extreme  right) . 

Besant,  (Sir)  Walter,  South  London,  pp.  254,  255:  Old  houses  with  the 
type  of  bay  window  probably  used  in  the  Elizabethan  theater. 

HoTSOX,  Leslie  J.,  The  Commonwealth  and  Restoration  Stages,  p.  10:  Puritan 
attack  on  Cavaliers,  1641  (shows  two  types  of  fitting  in  one  window — 
top  ones  fixed  and  lower  ones  opening  casementwise) . 

Curtains 

Harrison,  William,  Description  of  England  (Furnival  edition),  frontispiece 
of  Part  II,  The  Third  Book:  Cheapside  in  1638,  showing  street  decora- 
tions in  honor  of  the  visit  of  Marie  de  Medicis.  All  the  shops  are  hung 
with  curtains  described  as  "blue  cloth"  (p.  2*).  This  description,  how- 
ever, would  seem  to  be  inaccurate  for  the  hangings  have  many  different 
designs,  suggesting  that  "painted  clothes"  were  used.  These  curtains,  of 
the  rod-and-ring  type,  and  the  three- storied  houses  with  a  "juttey 
forward"  give  an  idea  of  the  probable  appearance  of  the  tiring  house. 

HoTSON,  Leslie  J.,  The  Commonwealth  and  Restoration  Stages,  p.  30:  A 
Cavalier  cartoon,  1649  (shows  hand  of  stagehand  drawing  curtain). 

Shakespeare' s  England,  Vol.  II,  p.  186:  George  Gascoigne  presenting  his  book 
to  the  Queen  (shows  the  means  of  suspending  the  arras,  or  wall  hang- 
ings; also  a  hand  lowering  a  "property"). 

Wilson,  J.  Dover,  Life  in  Shakespeare' s  England,  p.  192:  George  Gascoigne 
presenting  his  book  to  the  Queen  (see  note  above). 

Doors  to  Stage — Survival  to  the  Present  Time 

Cheney,  Sheldon,  The  Theatre,  pp.  393,  397,  399,  415,  418,  419:  Various 

stages  from  the  i8th  century  on,  showing  doors. 
Law^rence,  William  J.,  The  Elizabethan  Playhouse  (limited  edition),  pp.  169, 

177,  184,  189:  Various  stages  showing  doors. 

Gated  Stairway 
Shakespeare' s  England,  Vol.  II,  p.  72:  Stairway  at  Hatfield  House. 

''Juttey  Forward" 

AiRNE,  C.  W.,  The  Story  of  Tudor  and  Stuart  Britain  Told  in  Pictures,  p.  19: 

Harvard  House,  Stratford,  etc. 
Besant,  (Sir)  Walter,  London,  pp.  217,  221:  Old  inns. 

,  South  London,  pp.  159,  249:  Old  houses. 

Shakespeare' s  England,  Vol.  II,  p.  4:  Grammar  school,  Stratford. 
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Scenic  Walls 

Albright,  Victor  E.,  The  Shakesperian  Stage,  Plate  12:  Conjectural  use  of 
scenic  walls  in  Timon  of  Athens. 

Traps 

HoTSON,  Leslie  J.,  The  Commonewalth  and  Restoration  Stages,  p.  10:  Cartoon, 
a  Puritan  attack  on  the  Cavaliers  (shows  hinged  trap  cover  with  steps 
leading  down,  as  used  in  the  "grave"). 

Lawrence,  William  J.,  Pre-Restoration  Studies,  p.  169:  A  stage  trap  being 
manipulated  (from  E.  M.  Laumann's  La  Machinerie  au  Theatre,  Paris, 

1897). 

RosENFELD,  Sybil,  Strolling  Players  and  Drama  in  the  Provinces,  frontispiece: 

Witches  in  Macbeth  rising  on  a  trap. 
Sprague,  Arthur  Colby,  Shakespeare  and  the  Actors,  p.  142:  Cruikshank 

illustration,  dated  1844,  showing  the  Ghost  in  Hamlet  descending  his 

trap. 

Lighting 

NicoLL,  Allardyce,  Stuart  Masques  and  the  Renaissance  Stage,  p.  134:  A 

16th-century  glass  lamp. 
Whanslaw,  H.  W.,   The  Bankside  Stage-book,  pp.   1 41-150:  Drawings  of 

every  kind  of  lighting  used  in  Shakespeare's  day,  with  directions  for 

making  them  and  adapting  them  to  electricity. 

Properties 
Scenic  Properties 

NicoLL,  Allardyce,  Stuart  Masques  and  the  Renaissance  Stage,  p.  68:  A 
scenic  cave.  Pp.  66,  76,  77,  106,  107,  124:  Clouds  and  cloud  machines. 
Pp.  94,  180:  Aerial  machines.  Pp.  128,  129,  132:  Aerial  chariots. 

Furniture 

Elizabethan  England,  Plates  20,  21 :  Paneled  rooms  with  furniture.  Plate  22: 
Bed  and  joint  stool.  Plate  23:  Table  and  Court  cupboard. 

Museum  of  Fine  Arts,  Boston,  English  Decorative  Arts — sheets  of  photo- 
graphs showing  clavicord,  virginal,  cupboards,  paneled  Tudor  rooms, 
and  other  exhibits  in  the  Museum. 

Shakespeare's  England,  Vol.  II,  p.  124:  Buffet.  P.  132:  Panel-backed  chair. 
P.  148:  Dining  table. 

Whanslaw,  H.  W.,  The  Bankside  Stage-book,  p.  202:  Bed.  P.  204:  Stool, 
table,  and  chest. 
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Further  illustrations  of  furniture  will  be  found  in  the  following  books,  for 
which  full  bibliographical  data  are  given  on  pages  75-80:  Airne,  C.  W., 
The  Story  of  Tudor  and  Stuart  Britain  Told  in  Pictures;  Fenn,  Frederick,  and 
B.  Wylie,  Old  English  Furniture;  Garside,  Joshua  T.,  Old  English  Furniture; 
Macquoid,  Percy,  and  Ralph  Edwards,  7  he  Dictionary  of  English  Furni- 
ture; QuENNELL,  Marjorie,  and  C.  H.  B.  Quennell,  A  History  of  Everyday 
Things  in  England;  Robie,  Virginia  Huntington,  Historic  Styles  in  Furniture. 

Musical  Instruments  and  Other  Small  Properties 

Elizabethan  England^  Plate  24:  Tableware,  including  saltcellar,  spoon,  knife, 

and  covered  cup.  Plate  32:  Embroidered  table  cover. 
Lawrence,  William  J.,  Those  Nut-cracking  Elizabethdns,  p.  127:  Title  page 

to  Greene's  Friar  Bacon  and  Friar  Bungay^  1630  (shows  pipe  and  tabor, 

scenic  giant  head,  and  stool,  chair,  and  table). 
The  National  Geographic  Magazine,  September,   1951,  p.  424:  Lute  (1598) 

at  the  Folger  Shakespeare  Library,  Washington,  D.C. 
Victoria  and   Albert  Museum,   Elizabethan  Embroidery   (Pamphlet  5): 

Photographs  of  domestic  upholstery  and  drapery,  as  well  as  of  costume. 
,   Tudor  Domestic  Silver  (Pamphlet  6):  Photographs  of  tableware, 

ewers,  basins,  jugs,  etc. 
Whanslaw,  H.  W.,  The  Bankside  Stage-book,  p.  192:  Rapiers  and  daggers. 

P.  199:  Bottles  and  jugs.  P.  211:  Virginal.  P.  213:  Viols.  P.  214:  Rebec, 

lute,  psaltery.  P.  216:  Recorder,  shawm,  hornpipe,  cornet.  P.  229:  Pipe 

and  tabor. 


PART      II 


ACTORS   &   ACTING 


CHAPTER      7 

Actors  &  the  Acting  Companies  of 
Elizabethan  London 


It  was  the  happiness  of  the  Actors  of  those  times  to  have  such 
Poets  as  these  to  instruct  them  and  write  for  them;  and  no  less 
those  Poets,  to  have  such  docile  and  excellent  Actors  to  act 
their  plays  as  Field  and  Burbage. 

Richard  Flecknoe,  Short  Discourses  oj  the  English  Stage  (1664) 

As  far  as  actors  are  concerned  they,  as  I  noticed  in  England, 
are  daily  instructed  as  it  were  in  a  school,  so  that  even  the  most 
eminent  actors  have  to  allow  themselves  to  be  instructed  by 
the  dramatists,  which  arrangement  gives  life  and  ornament  to 
a  well-written  play,  so  that  it  is  no  wonder  that  the  English  players 
(I  speak  of  the  skilled  ones)  surpass  and  have  the  advantage  of  others. 
Johannes  Rhenanus,  preface  to  his  adaptation  of  Tomkis's 
Lingua,  or  the  Combat  of  the  Tongue  and  the  Five  Senses  (161 3) 


THE  GLOBE  begins  to  emerge  from  the  twilight  of  the 
past  into  the  clear  light  of  a  summer  day.  Within  the 
"wooden  O,"  a  boisterous  crowd  fills  the  air  with  shouts, 
cries,  laughter,  and  snatches  of  song.  In  the  yard,  there  are  abuse 
and  blows  as  the  groundlings  fight  for  front-line  places  round  the 
stage.  In  the  galleries,  the  gorgeously  gowned  matrons  of  the  City 
settle  their  farthingales,  straighten  their  head  tires,  and  fold  their 
ringed  hands  in  their  velvet  laps.  Their  merchant  husbands  gather 
the  ends  of  their  fur-bordered  gowns  between  their  knees  and  lean 
their  slashed  and  braided  arms  on  the  balcony  rail.  Lean  ap- 
prentices cast  speculative  glances  at  solitary  women  who,  unidenti- 
fiable behind  their  masks,  sit  amid  the  splendor  of  velvet,  satin, 
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rare  lace,  and  cobweb  lawn  in  silence — withdrawn,  discreet.  A 
courtesan  or  lady  of  the  Court?  Who  can  say?  On  the  stage,  ex- 
quisite young  lords  lounge  and  display  their  magnificence  with 
languid  grace. 

The  sun  is  high.  A  golden  light  pours  into  the  playhouse,  and  a 
glow  reflected  back  from  the  walls  brims  up  and  overflows  at  the 
thatch-edged  lip  of  the  cup. 

Behind  the  walls  of  the  tiring  house,  hired  men  fidget  in  their 
finery;  the  property  master  checks  the  "platte"  with  the  line  of 
furniture  and  properties  waiting  in  the  order  of  their  use;  the 
prompter  licks  a  preparatory  thumb. 

The  noise  in  the  yard  dies  down,  all  heads  are  thrown  back,  all 
eyes  watch  the  man  who  has  appeared  on  the  platform  high  over- 
head. In  the  silence  the  snapping  of  the  house  flag  on  the  pole  above 
the  tower  can  be  heard,  and  the  calls  of  the  watermen  from  the 
river  sounding  thin  and  plaintive.  The  man  raises  a  trumpet  and 
sends  three  clear,  full,  prolonged  notes  into  the  summer  air !  Below 
on  the  stage,  one  of  the  side  doors  has  opened.  There  is  a  stir  as  the 
crowd  suddenly  leans  forward,  there  is  the  faint  sighing  sound  of  in- 
drawn breath;  expectancy  has  drawn  attention  as  taut  as  a  bow- 
string. Glowing  with  color,  glistening  with  sheen  of  silk,  sparkling 
with  gold  and  silver,  the  velvet  and  brocade  of  their  garments 
sweeping  the  rushes  with  a  rich  susurrus,  the  actors  enter — the  men 
and  boys  for  whom  Shakespeare  wrote  his  plays. 

Let  us  look  at  them.  Do  they  represent  any  one  type  or  class? 
Do  they  reflect  a  common  heritage?  Where  do  they  come  from? 
Who  are  they? 

These  actors,  like  their  predecessors,  contemporaries,  and  suc- 
cessors, reflect  no  common  heritage,  conform  to  no  one  social  class, 
come  from  no  one  type  of  environment,  but,  in  a  strange  way, 
illustrate  the  vicissitudes  of  all  players  down  through  the  centuries. 
At  this  time  in  the  City  of  London  there  were,  singly  and  in  groups, 
representatives  of  every  type  of  actor  known  to  history.  There  were, 
for  instance,  itinerant  men  who,  singly  or  in  small  groups,  had  arrived 
from  the  countryside  where,  as  minstrels,  "tumbling  boys,"  strolling 
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players,  and  animal  leaders,  they  had  offered  their  various  forms  of 
entertainment  on  village  greens,  fairgrounds,  and  in  and  about 
market  places.  Such  men  were  the  descendants  of  the  professional 
actors  and  entertainers  of  the  Roman  theaters  who,  finding  their 
occupation  gone  with  the  decline  of  the  Empire,  wandered  over  the 
countries  of  Europe  in  search  of  a  livelihood.  As  time  went  on,  some 
of  their  descendants  found  noble  and  royal  patrons,  and  they  turn 
up  as  jesters  and  "interlude  plaiers"  attached  to  the  households  of 
nobility  and  the  courts  of  kings.  In  the  castles  of  noblemen  they 
performed  at  the  festivals  of  Christmas,  New  Year,  Twelfth  Night, 
Easter,  and  Whitsuntide,  and  on  the  occasions  of  family  celebra- 
tions, such  as  birthdays,  christenings,  and  weddings,  but  at  other 
times  in  the  year  they  were  free  to  perform  when  and  where  they 
pleased.  A  certain  security  resulted  from  the  "rewards"  given  by 
their  patron,  and  his  uniform  and  badge,  which  they  wore,  assured 
them  of  a  certain  amount  of  respect  from  the  heads  of  other  noble 
houses  or  from  civic  authorities  in  the  towns  where  they  might  apply 
to  show  their  skill. 

As  far  back  as  the  reign  of  Richard  III,  we  hear  of  four  "inter- 
lude plaiers"  being  attached  to  the  household  of  the  King,  and  by 
the  reign  of  Henry  VIII  the  number  had  increased  to  eight,  a  num- 
ber subsequently  retained  by  Edward  VI,  Mary,  and  Elizabeth. 
The  members  of  these  royal  groups  were  also  allowed  to  perform 
outside  the  Court,  but  when  in  residence  they  often  augmented  the 
fitful  bounty  of  their  sovereigns  by  working  as  servants  in  the  royal 
household.^ 

The  ecclesiastical  actors  of  the  early  Church  drama  were  repre- 
sented by  the  bands  of  boy  choristers  who,  under  royal  patronage, 
became  the  famous  Children  of  Paul's  and  Children  of  the  Chapel 
Royal.  These  latter,  as  we  know,  became  serious  rivals  to  the  pro- 
fessional adult  companies. 

Great-grandchildren  of  the  medieval  guild  actors,  who  must  be 
considered  as  folk,  or  amateur,  performers,  still  appeared  in  folk  plays 

I.  The  last  glimpse  of  Elizabeth's  "interlude  plaiers"  that  history  reveals  is  as  touring 
entertainers  at  Stratford-on-Avon,  1568-1569. 
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and  mummings  in  Shakespeare's  day,  and,  although  the  annual 
cycles  of  mysteries  had  fallen  into  disuse,  there  is  an  account  of 
one  being  performed  as  late  as  the  reign  of  James  I.  In  London 
(and,  indeed,  in  almost  all  cities  and  large  towns  in  England) 
various  types  of  civic  shows,  which  had  been  a  feature  of  medieval 
spectacles,  still  flourished.  They  consisted  of  stationary  pageants, 
triumphal  arches,  and  street  theaters  with  figures,  real  or  painted, 
representing  virtues,  the  Muses,  and  the  like,  which  were  drawn 
up  along  the  route  taken  by  some  royal  or  noble  visitor  to  the  city.^ 
Although  these  amateur  performances  were  spectacular  rather 
than  verbal,  they  served  to  keep  alive  interest  and  participation  in 
theatrical  art,  while  the  elaborate  painted  scenery  designed  and 
built  by  clever  artists  and  craftsmen,  which  was  of  an  especially  high 
order,  made  a  direct  contribution  to  the  decorative  designs  of  the 
first  professional  theaters. 

Here,  then,  were  three  types  of  actors  reflecting  the  classical  and 
the  medieval  stage  traditions — both  ecclesiastical  and  secular.  To 
them  we  must  now  add  the  amateurs  of  the  more  privileged  groups 
of  society  and  so  fill  out  a  picture  of  stage-struck  England  which  was 
contemporary  with,  and,  perhaps,  in  no  small  degree  responsible 
for,  the  high  standard  of  professional  acting. 

The  study  of  classical  drama  in  the  universities  and  schools  led  to 
the  presentation  of  the  plays  of  Terence,  Seneca,  Plautus,  and 
Aristophanes,  and  "masters"  and  their  scholars  began  to  write 
plays  in  the  classical  manner  for  performance  in  institutions  of 
learning,  in  spite  of  Puritan  opposition.  In  grammar  school  a  boy 
at  an  early  age  might  start  acting  classical  plays  in  Latin  and  Greek 
and  continue  until  his  graduation.  At  college,  in  emulation  of  his 
instructors  and  fellow  scholars,  he  might  try  his  hand  at  playwriting 
and,  in  all,  receive,  besides  this  practice  and  experience  in  the 
actual  composition  of  plays,  a  pretty  comprehensive  grounding  of 
dramaturgy  as  a  whole.  The  results  of  this  early  and  continuous 
training  are  exemplified  by  the  University  Wits,  inpecunious  young 
B.A.'s  who,  starting  as  amateurs,  became  the  early  Elizabethan  pro- 

2.  There  is  one  survival  of  this  to  be  seen  today  in  the  Lord  Mayor's  Show. 
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fessional  playwrights  and  men  of  the  London  theaters.  Their 
scholarly  training  and  their  drastic  criticism  of  the  contemporary 
stage  helped  to  raise  the  whole  standard  of  plays  and  players.  From 
their  ranks  came  such  men  as  Lodge,  Peele,  Nash,  Greene,  and 
Marlowe,  who  brought  to  Elizabethan  drama  their  learning  and 
wit,  their  sparkling  talent,  and,  in  the  case  of  Marlowe,  fiery  genius. 

The  students  at  the  Inns  of  Court,  who  belonged,  for  the  most 
part,  to  the  families  of  the  nobility  and  to  those  of  the  affluent 
gentry  class,  were  ardent  amateur  actors,  and  there  are  many 
tributes  attesting  to  their  excellence.  But  by  far  the  most  illustrious 
group  of  amateurs  was  to  be  found  at  the  Court.  Starting  with  the 
enthusiasm  of  Elizabeth  and  James  I  for  all  forms  of  dramatic 
entertainment,  the  Court  gradually  became  the  patron  and  em- 
ployer of  artists,  poets,  musicians,  costume  and  scenic  designers, 
and  skilled  craftsmen  of  many  kinds  for  the  production  of  mag- 
nificent masques.  Performing  in  these  lavish  spectacles  were  lords 
and  ladies  of  the  Court,  and,  later,  in  the  reign  of  James,  members 
of  the  royal  household.  Although  this  type  of  entertainment  did  not 
call  for  great  acting  skill,  yet  it  did  require  that  the  performers  sing, 
dance,  move  with  grace  and  purpose,  and,  on  occasion,  speak  verse 
intelligibly. 

The  picture  is  now  complete,  and  we  realize  that,  in  all  walks  of 
life,  from  the  lowest  to  the  highest,  men  and  women  were  attending 
theatrical  performances  of  one  kind  or  another  in  schools,  uni- 
versities. Inns  of  Court,  town  halls,  market  places,  halls  of  the 
nobility,  the  yards  of  inns,  and  the  playhouses.  In  all  walks  of  life, 
there  was  participation  in  various  types  of  dramatic  performance. 
There  was  not  a  group  in  the  heterogeneous  audience  of  Shake- 
speare's theater  that  did  not  contain  some  members  who  had  had 
acting  experience — the  "stinkards"  in  the  yard,  in  folk  plays  and 
mummings;  the  burghers  in  the  galleries,  in  street  theaters  and 
civic  pageantry;  the  fops  and  lordlings  on  the  sides  of  the  stage  and 
in  the  gentlemen's  rooms,  in  plays  at  the  universities,  at  the  Inns  of 
Court,  in  private  performances  in  the  houses  of  the  nobility,  and  in 
the  masques  at  Court.  It  is  even  safe  to  say  that  the  greater  part  of 
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the  Globe  audience  had  some  knowledge  or  experience  of  acting 
and  dramatic  presentation  and  that  they  looked  upon  plays  and 
spectacles  from  the  actor's,  as  well  as  from  the  audience's,  point  of 
view. 

On  the  stage  itself,  the  companies  of  the  public  playhouses  were 
composed  basically  of  men  whose  forebears  had  been,  for  genera- 
tions, professional  entertainers.  Some  of  them  had  been  "tumbling 
boys,"  some,  itinerant  "jig-makers,"  and  some  came  from  groups 
of  interlude  players  under  noble  patronage,  but  with  them  were 
also  talented  amateurs  and,  later,  young  actors  who  had  been 
trained  in  the  fine  tradition  of  the  Children  of  Paul's  and  the 
Children  of  the  Chapel  Royal,  and  who  had  spent  their  childhood 
in  and  about  the  Court.  It  is  to  one  such  heterogeneous  group  of 
players  that  we  shall  turn,  in  the  next  chapter,  for  information  rela- 
tive to  the  acting  of  Shakespeare's  plays. 

The  skill  and  popularity  of  these  acting  companies  grew  steadily,^ 
and  patrons  not  only  presented  their  "servants"  in  performances 
before  the  Queen  on  the  occasion  of  her  visits  to  their  castles  and 
manors,  but  brought  them  to  London  to  perform  at  Court,  It  be- 
came a  mark  of  distinction  for  a  noble  to  lend  his  patronage  to  a 
group  of  players,  and  there  is  no  doubt  that  competition  among  the 
companies  must  have  been  keen. 

In  1583,  we  find  Sir  Francis  Walsingham,  at  the  Queen's  high- 
handed request,  taking  twelve  of  the  best  actors  from  these  com- 
panies to  form  a  group  known  as  "the  Queen's  Men."  Following  the 
usual  custom,  they  received  liveries  and  badges  but  were  a  little 
more  fortunate  than  their  fellows  inasmuch  as  they  also  received  a 
regular,  though  small,  stipend  from  the  royal  exchequer.  However, 
after  the  death  of  Tarleton,  the  popular  and  talented  clown  of  the 
group,  they  do  not  seem  to  have  been  able  to  compete  with  the 
companies  who  now  owned  and  operated  their  own  playhouses. 
On  this  account  they  were  forced  to  go  into  the  provinces  to  find 
places  for  their  performances.  They  were  called  to  Court  less  and 
less  frequently,  the  Queen  commanding  the  services  of  the  com- 

3.  There  were  twenty-four  such  companies  in  England  during  Shakespeare's  lifetime. 
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panics  of  the  public  playhouses  in  their  stead.  Finally  they  did  not 
return  to  London  at  all,  and  the  few  members  left  alive  lost,  at  the 
time  of  the  Queen's  death  in  1603,  their  right  to  royal  name  and 
stipend. 

The  company  of  which  Shakespeare  became  a  member  and  in 
which  he  remained  for  the  rest  of  his  professional  life  may  be  said 
to  have  started  in  1564  under  the  patronage  of  Lord  Hunsdon.  By 
1 58 1  there  was  a  change  of  personnel  and  a  reorganization  of  the 
company,  and  in  that  same  year  their  patron,  who  was  now  deputy 
Lord  Chamberlain,  brought  them  to  Court  to  play  before  the 
Queen.  In  1585,  when  their  patron  became  Lord  Chamberlain,  we 
find  them  under  the  title  of  "the  Lord  Chamberlain's  Men*'  in 
conjunction  with  another  company  under  the  patronage  of  Lord 
Admiral  Howard.  It  is  possible  that  both  companies  lost  members 
to  the  Queen's  Men  and  that  such  merging  was  advantageous  to 
both.  However,  this  arrangement  does  not  seem  to  have  lasted  long. 
The  last  time  we  hear  of  their  performing  together  is  in  1 586,  when 
on  January  6  they  appeared  before  the  Queen.  After  the  terrible 
ravages  of  the  plague  in  1 594,  a  new  company  emerged  and  from 
this  time  on  they  seem  to  have  settled  in  London,  with  the  exception 
of  brief  periods  in  1596,  1597,  and  1601,  when  we  hear  of  them  in 
the  provinces.'*  At  first  they  played  in  summer  at  the  Theater  and 
the  Curtain,  both  houses  possibly  belonging  to  their  manager, 
James  Burbage,  and  in  winter  at  the  innyards  of  the  City. 

We  first  hear  of  Shakespeare  as  an  actor-playwright  in  1592,  and 
as  a  member  of  the  Chamberlain's  Men  in  1594.  In  1599,  the  com- 
pany moved  to  their  new  playhouse,  the  Globe.  The  two  theaters 
known  as  the  "first"  and  "second"  Globe  respectively  were  the 
homes  of  the  company  for  the  rest  of  Shakespeare's  life  and  long 
after.  Not  until  1642,  when  all  the  theaters  were  closed  by  order  of 
the  Puritans,  did  the  company  cease  to  occupy  the  Globe  as  summer 

4.  In  1596,  their  patron  died,  and  for  a  time  the  company  was  known  as  the  "scr- 
vantes  of  the  late  Lord  Chamberlayne  and  now  servantes  of  Lord  Hunsdon."  This 
Lord  Hunsdon,  son  and  heir  of  their  patron,  became  Chamberlain  himself  in  1596, 
and  after  this  the  company  reverted  to  their  old  title  of  "the  Lord  Chamberlain's 
Men." 
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quarters.  After  the  death  of  Elizabeth  in  1603,  the  famous  company 
came  under  the  patronage  of  James  I,  and  from  that  time  on  were 
known  as  "the  King's  Men."  In  1609,  the  private  theater  at  Black- 
friars  became  their  winter  home. 

When  we  consider  the  restrictions  that  the  repertory-company 
system  imposed  on  the  Elizabethan  playwright,  our  appreciation  of 
Shakespeare's  work  takes  on  an  added  degree  of  wonder  and 
respect,  for  it  becomes  evident  that  narrowing  necessity  had  no 
power  to  restrict  or  inhibit  his  genius,  and  that  this  ability  to 
reconcile  practical  demands  with  creative  imagination  made  him 
the  popular  and  successful  man  of  the  theater  that  his  contempo- 
raries approved  and  applauded. 

Let  us  look  at  the  preliminary  considerations  in  regard  to  the 
actors  that  had  to  be  faced  before  the  playwright  of  that  day  could 
give  form  to  the  play.  First  he  had  to  take  into  account  the  par- 
ticular ability  of  his  principal  actors,  together  with  the  age  and 
physical  appearance  of  each  one;  and  then  he  had  to  consider  the 
number  of  actors,  apprentices,  and  "hired  men"  available  for  the 
cast. 

An  investigation  of  these  considerations  in  the  light  of  what  is 
known  about  the  actors  and  acting  in  the  Elizabethan  playhouses 
will  be  of  inestimable  value  to  the  scholar-player,  for  from  it  he  will 
get  not  only  ideas  of  the  physical  types  and  chief  characteristics  of 
the  leading  parts  in  Shakespeare's  plays,  but  some  hint  of  the 
delivery  of  his  lines  that  Shakespeare  himself  expected. 


CHAPTER      2 
The  Actors  in  Shakespeare's  Company 


PoLONius.  "The  best  actors  in  the  world,  either  for  tragedy, 
comedy,  history,  pastoral,  pastoral-comical,  historical-pas- 
toral, tragical-historical,  tragical-comical-historical-pastoral, 
scene  individual,  or  poem  unlimited;  Seneca  cannot  be  too 
heavy,  nor  Plautus  too  light.  For  the  law  of  writ  and  the 
liberty,  these  are  the  only  men." 

Hamlet,  II,  2 


THE  ELIZABETHAN  PLAYWRIGHT  was  fre- 
quently influenced  and  restricted  by  considerations  that  are 
almost  unknown  to  the  playv^ight  of  today.  For  instance, 
many  of  them  wrote  for  one  company  only  and  were  compelled  to 
write  plays  adapted  to  the  personnel  of  that  company;  it  was,  in 
fact,  type-casting  in  reverse.  The  leading  parts  were  fashioned  to 
fit  the  leading  actors  (who  were  often  pot  only  permanent  members 
but  actually  shareholders  in  the  company)  and  the  young  boy  ap- 
prentices, who  played  the  women's  parts  as  long  as  their  youth 
lasted. 

When  John  Heminges  and  Henry  Condell  (two  actors  of  Shake- 
speare's company)  published  the  First  Folio  of  the  plays  in  1623, 
they  included  a  list  of  all  the  leading  actors  who  had  appeared  in 
the  plays  up  to  that  time.^  This  list  included  the  sharers  and  the 

I.  Since  many  of  these  names  will  appear  in  the  pages  that  follow,  it  may  be  of 
interest  to  have  at  hand  the  list  as  it  appeared  in  the  First  Foho:  "The  Names  of  the 
Principall  Actors  in  all  these  Playes — WilHam  Shakespeare,  Richard  Burbadge,  John 
Hcmmings,  Augustine  Phillips,  William  Kempt,  Thomas  Poope,  George  Bryan, 
Henry  Condell,  William  Slye,  Richard  Cowly,  John  Lowine,  Samuell  Crosse,  Alexander 
Cooke,  Samuel  Gilburne,  Robert  Armin,  William  Ostler,  Nathan  Field,  John  Vnder- 
wood,  Nicholas  Tooley,  WilHam  Ecclestone,  Joseph  Taylor,  Robert  Benfield,  Robert 
Cough,  Richard  Robinson,  John  Shancke,  John  Rice"  (from  Chambers,  (Sir)  Edmund 
K.,  William  Shakespeare,  Vol.  II,  p.  77). 

lOI 
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apprentices — many  of  the  latter  became  sharers  during  and  after 
Shakespeare's  attachment  to  the  company —  and  represents  both 
permanent  and  temporary  actors  associated  with  the  production  of 
the  plays  for  a  period  of  approximately  twenty- three  years.  Al- 
though little  is  known  of  their  personal  lives,  with  the  exception  of 
the  outstandingly  famous,  yet  it  is  possible  to  deduce  their  types  and 
special  "lines"  from  the  casts  of  certain  plays  that  are  extant,  and 
this  in  turn  enables  us  to  see  at  a  glance  how  the  personnel  of  the 
acting  company  determined  to  a  great  extent  the  types  of  plays. 
For  instance,  between  1590  and  1594  the  company  was  predomi- 
nantly light,  having  Will  Kempe  and  Thomas  Pope,  both  low 
comedians;  John  Heminges  and  Augustine  Phillips,  character  come- 
dians; and  George  Bryan,  who  was  a  "straight"  though  not  strong 
actor — and  we  find  Shakespeare  writing  The  Comedy  of  Errors,  The 
Two  Gentlemen  of  Verona,  and  Lovers  Labour^s  Lost.  When  young 
Richard  Burbage  joined  the  company  in  1594,  Condell,  high- 
comedy  actor,  and  William  Sly,  character  actor,  had  just  gradu- 
ated from  apprenticeship.  As  a  result,  the  balance  of  comedy  and 
tragedy  was  easier  to  maintain — and  from  this  time  until  1597 
Shakespeare  wrote  Richard  III,  Romeo  and  Juliet,  Richard  II,  King 
John,  and  The  Merchant  of  Venice.  In  1597,  Bryan,  a  serious  actor, 
was  replaced  by  Richard  Cowley,  a  comedian,  and  the  balance 
tipped  towards  comedy — and  the  next  two  years  saw  Henry  V,  The 
Taming  of  the  Shrew,  The  Merry  Wives  of  Windsor,  Much  Ado  about 
Nothing,  and  As  You  Like  It.  In  1 599,  Will  Kempe,  the  famous  slap- 
stick comedian,  left  the  company,  and  his  place  was  taken  soon 
after  by  Robert  Armin,  a  quieter  and  far  more  subtle  comedian — 
and  from  this  time  on  the  clowns  in  the  plays  alter  noticeably,  Feste 
in  Twelfth  Night  being  the  first  of  this  new  type.  There  seems  to  have 
been  little  or  no  alteration  in  the  company  for  the  next  three  years, 
which  saw  the  production  of  AWs  Well  That  Ends  Well,  Measure  for 
Measure,  Troilus  and  Cressida,  and  Julius  Caesar.  But  in  1603  the 
comedian  Pope  died  and  was  replaced  by  Lowin,  a  "villain"  type, 
and  the  major  humorous  actor  was  succeeded  by  a  graduating  ap- 
prentice, an  inexperienced  minor  actor  of  the  same  type.  At  the 
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same  time  Nicholas  Tooley  and  Alexander  Cooke  graduated  from 
apprenticeship,  the  former  a  comedian  but  one  who  specialized  in 
major  comico-villains  and  gulls.  The  company  was  now  heavily 
loaded  on  the  tragedy  side,  and  from  1603  to  1608  Shakespeare 
wrote  Hamlet,  Othello,  King  Lear,  Macbeth,  Antony  and  Cleopatra, 
Coriolanus,  and  Timon  of  Athens.  In  1608,  the  company  began  to 
alter  radically.  William  Sly  and  Lawrence  Fletcher  died  and  Shake- 
speare wished  to  retire,  or  perhaps  had  already  done  so.  With  the 
Blackfriars  private  theater  for  their  winter  home,  a  more  ambitious 
year's  program  could  be  planned,  and  this  called  for  an  extension 
of  personnel.  Breaking  their  strict  rule,  which  hitherto  had  allowed 
only  their  own  graduating  apprentices  to  fill  sharers'  vacancies,  the 
company  took  in  young  actors  from  the  disintegrating  company  of 
the  Children  of  the  Queen's  Revels;  of  these  we  know  that  William 
Ostler  and  John  Underwood  were  two,  and  that  they  were  later 
joined  by  the  famous  Nat  Field.  The  plays  Shakespeare  wrote  for 
this  new  company,  which  included  skillful  actors  trained  in  the 
exquisite  and  sophisticated  style  of  the  Children's  companies,  were 
Cymbeline,  The  Winter^ s  Tale,  and  The  Tempest. 

Shakespeare  may  have  thought,  as  did  Stanislavski,  that  a  reper- 
tory company  should  consist  of  a  group  of  players  so  matched  in 
excellence  that  they  could  share  equal  honors  in  popular  esteem. 
But  already,  in  Shakespeare's  time,  the  "star"  system  had  started, 
and,  with  a  few  exceptions,  has  been  taken  for  granted  by  play- 
wright, actor,  and  audience  ever  since.  Which  came  first — the  play- 
wright who  built  a  play  round  a  central  figure,  or  the  actor  whose 
ability  and  physique  suggested  a  role  of  major  importance?  It  all 
started  with  Marlowe,  of  course,  who  first  wrote  "one-man"  plays, 
but  could  he  have  dared  to  trust  a  single  man  with  the  responsi- 
bility of  Tamerlane,  for  instance,  or  Doctor  Faustus  if  there  had  not 
been  to  hand  an  actor  of  such  gigantic  stature  and  tremendous 
voice  as  Edward  AUeyn? 

With  such  a  system  introduced  to  and  accepted  by  the  public,  it 
was  inevitable  that  Shakespeare  should  write  plays  in  terms  of  a 
"leading  man,"  and  that,  as  time  went  on  and  the  actor  who  always 
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played  the  star  parts  became  increasingly  competent  and  popular, 
that  central  figure  should  become  more  and  more  the  core  of  his 
tragedies.  But  this  would  not  have  happened,  perhaps,  had  there 
not  been,  besides  Alleyn,  another  star  rising  in  the  Elizabethan 
firmament  in  the  person  of  Richard  Burbage,  the  talented  young 
son  of  James  Burbage,  and  had  not  this  actor  joined  Shakespeare's 
company  in  1 594.  A  brief  outline  of  the  life  of  Richard  Burbage  will 
give  us  some  idea  of  the  actor  for  whom  Shakespeare  wrote  leading 
parts  for  over  seventeen  years. 

Richard  Burbage  was  born  about  1573,  and,  like  all  professionals 
of  his  time,  must  have  begun  to  act  when  he  was  ten  years  old.  We 
do  not  know,  but  there  can  be  little  doubt,  that  he  started  his  career 
under  the  tutelage  of  his  father,  and  he  must  have  played  in  the 
companies  that  came  under  his  father's  control  at  the  Theater  and 
at  the  second  playhouse,  possibly  built  by  his  father,  the  Curtain. 
But  his  experience  does  not  seem  to  have  been  limited  to  these 
companies,  for  in  1 592  we  hear  of  his  playing  in  the  provinces  with 
Edward  Alleyn  in  the  Lord  Strange's  company,  and  in  1 593,  when 
Alleyn  returned  to  London,  he  is  said  to  have  taken  AUeyn's  place 
in  the  provinces  as  leading  man. 

In  1 594,  when,  after  the  terrible  plague  year,  the  newly  reorgan- 
ized Lord  Chamberlain's  Men  emerged,  Richard  Burbage  was  their 
leading  actor,  and,  as  such,  a  sharer.  He  continued  to  hold  this 
position  up  to  within  a  few  weeks  of  his  death  in  161 9. 

From  1594  to  1602,  Shakespeare  wrote  youthful  leads  for  him. 
In  fact,  Burbage's  actual  age  is  sometimes  mentioned  as  that  of  the 
character  he  was  playing:  in  1596,  Prince  Hal  {Henry  IV,  Parts  I 
and  If)  is  said  to  be  twenty- two;  in  1599,  as  Henry  V,  he  is  twenty- 
five;  and  as  Hamlet,  in  1603,  he  is  thirty.  After  this  Shakespeare's 
leading  characters  become  more  and  more  mature  to  fit  Richard's 
increasing  years,  ^  and  in  the  part  of  Antony  {Antony  and  Cleopatra) 
he  is  said  to  be  going  gray.  Shakespeare's  last  period  of  writing 
includes  leading  men  of  advanced  years,  until  finally,  in  161 3,  we 

2.  One  exception  to  this  is  the  part  of  King  Lear,  a  far  older  man  than  Richard 
Burbage  was  in  1605. 
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find  Burbage  playing  Wolsey  in  Henry  VIIL  But  it  is  not  age  alone 
that  is  accounted  for  in  the  parts,  but  also  changes  in  physical  ap- 
pearance.^ Take  his  figure,  for  example:  Prince  Hal  is  "thin"; 
Hamlet  is  "fat  and  scant  of  breath";  Antony,  Coriolanus,  and 
Posthumus  are  all  weighty,  even  portly,  men.  Further,  the  Nurse  in 
Romeo  and  Juliet  tells  us  that  he  was  handsome  and  graceful; 
Rosalind,  that  his  hair  was  chestnut  brown.  We  do  not  know  the 
color  of  his  eyes,  but,  since  they  were  not  blue  (Rosalind  again), 
they  might  have  been  brown.  As  a  young  man  he  either  could  not 
or  did  not  grow  a  beard,  that  indispensable  sign  of  manhood  in 
Elizabethan  times,  and  allusions  are  made  to  this  lack  in  the  charac- 
ters of  Prince  Hal,  Orlando,  and  Claudio  {Much  Ado  about  Nothing) . 
That  Burbage  later  grew  a  beard  is  evident  from  the  self-portrait 
painted  in  middle  life  and  now  hanging  in  The  College  of  God's 
Gift  at  Dulwich  in  South  London. 

An  actor  of  renown,  a  painter,  a  citizen  of  repute,  a  man  of 
property,  the  acquaintance  of  the  lordly  and  the  great,  Richard 
Burbage  is  far  from  being  one  of  the  "Comon  Players,"  "Roges, 
Vacaboondes,  and  Sturdy  Beggers"  of  the  statute  of  1572.^ 

The  lives  and  fortunes  of  all  the  professional  actors  of  the  London 
theaters  were  now  taking  a  turn  for  the  better,  and  by  the  end  of  the 
century  we  find  that  most  of  the  leading  men  of  the  companies  were 
of  substance  and  repute.  Not  until  the  nineteenth  century,  when 
actors  began  to  attain  the  honor  of  knighthood,  did  they  stand  so 
high  in  public  favor  and  esteem.  This  is  particularly  true  of 
Shakespeare's  company,  as  a  brief  record  of  the  lives  of  the  sharers 
will  show. 

John  Heminges  was  born  sometime  during  1556  or  1557,  and 
he  is  believed  to  have  been  about  thirty-one  when  he  joined  the 
company  in  1588.  Like  all  Elizabethans  he  was  versatile,  and  it  is 
difBcult  to  say  whether  he  was  better  as  actor  or  as  business  man- 

3.  For  personal  allusions  to  the  actors  in  Shakespeare's  plays,  see  Baldwin,  T.  N., 
The  Organization  and  Personnel  of  the  Shakespearean  Company,  Appendix  VI,  pp.  394-514, 
and  Appendix  VIII,  pp.  441-444. 

4.  For  the  document,  see  Chambers,  (Sir)  Edmund  K.,  The  Elizabethan  Stage,  Vol. 
IV,  pp.  269-271. 
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ager.  Certainly  the  sound  finance  of  the  company  was  due  to  his 
shrewdness  and  honesty,  and  as  Shakespeare's  business  adviser 
and  well-loved  colleague  he  was  remembered  in  his  will.  Heminges 
and  his  close  friend  and  fellow  actor  Henry  Condell  were  church- 
wardens to  St.  Mary  Aldermanbury,  Cripplegate,  and,  with  Condell, 
Heminges  was  joint  editor  of  the  first  collected  edition  of  Shakes- 
peare's plays,  published  in  1623.  ^^  ^^^  closely  associated  with  all 
public  and  private  activities  of  the  company.  In  1 599,  he  is,  together 
with  Richard  and  Cuthbert  Burbage,  Phillips,  Pope,  and  Kempe, 
a  member  of  the  syndicate  formed  for  the  purpose  of  building  the 
Globe,  and  later  one  of  the  seven  sharers  who  took  over  the  Black- 
friars  lease;  he,  together  with  Richard  Burbage,  was  joint  executor 
of  the  will  of  their  fellow  actor  Augustine  Phillips.  In  1600,  he 
is  one  of  the  members  mentioned  in  the  Royal  Patent.  A  fine 
citizen,  a  kindly  father,  a  beloved  and  honored  friend,  he  attracted 
the  respect  and  admiration  of  all  classes  of  men,  both  for  him- 
self and  for  the  company  of  which  he  was  an  outstanding  mem- 
ber. As  an  actor  he  was,  by  reason  of  his  age  and  particular  ability, 
the  interpreter  of  the  old  men  in  Shakespeare's  plays,  and  we 
see  old  gentlemen  of  either  humorous  or  whimisical  or  hot-tem- 
pered or  irascible  turn  of  mind  appearing  in  almost  every  play. 
Here  are  a  few  of  the  parts  he  undoubtedly  played:  Boyet  in  Lovers 
Labours  Lost,  Aegeon  in  The  Comedy  oj  Errors,  Duke  of  Milan  in  The 
Two  Gentlemen  of  Verona,  Hastings  in  Richard  III,  Egeus  in  A  Mid- 
summer Nighfs  Dream,  Capulet  in  Romeo  and  Juliet,  Leonato  in  Much 
Ado  about  Nothing,  Exeter  in  Henry  V,  Duke  Senior  in  As  You  Like  It, 
Polonius  in  Hamlet,  Brabantio  in  Othello,  Kent  in  King  Lear^  and 
Gonzalo  in  The  Tempest, 

One  of  the  most  famous  members  of  Shakespeare's  company, 
indeed  sharing  honor  as  a  box-office  draw  with  Richard  Burbage, 
was  the  low-comedy  clown  Will  Kempe.  Born  sometime  in  1 554  or 
1555,  we  first  hear  of  him  in  1583,  when  he  was  attached  as  a 
"jesting  player"  to  the  Earl  of  Leicester's  "boys."  This  group  was 
touring  the  Low  Countries  in  1 585  and  1 586.  In  the  reorganization 
of  Lord  Strange's  Men  in   1593,  his  name  appears  on  a  license 
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granted  to  the  company  at  that  time.  In  1594,  he  heads  the  list  of 
players  in  Shakespeare's  company,  a  placing  which  may  point  to 
his  popularity,  or  may  merely  indicate  his  seniority. 

Kempe  is  essentially  of  the  strolling-player  type,  and  his  comings 
and  goings  between  England  and  the  Continent  had  by  1589 
earned  for  him  an  international  reputation.  He  seems  never  to  have 
stayed  long  with  any  one  group,  and  during  his  five  years'  attach- 
ment to  the  Chamberlain's  Men  it  has  been  suggested  that  he  was 
away  on  one  of  his  foreign  tours  during  1 595  and  1 596.  The  reason 
for  this  belief  is  the  fact  that  his  type  of  part  drops  out  of  Shake- 
speare's plays  at  that  time.  But  this  is  scarcely  conclusive  evidence 
since  it  must  be  remembered  that  Kempe  was  an  extemporary  wit 
and  may  have  made  up  his  own  parts,  as  the  low  comedians  did  in 
the  melodrama  of  the  nineteenth  and  early  twentieth  centuries. 
That  he  did  this  is  further  substantiated  by  the  fact  that  we  know 
he  played  Peter  in  Romeo  and  Juliet,  and  the  part,  as  it  comes  down 
to  us,  is  too  small  to  have  been  played  by  anyone  as  important  as 
Kempe  unless  he  padded  it — which  is  what  he  undoubtedly  did. 
Will  Kempe's  name  is  joined  with  those  of  the  four  other  sharers  in 
the  syndicate  that  built  the  Globe,  but  a  year  later  (1599)  he  sold 
his  share,  and  there  is  every  reason  to  believe  that  he  did  not  return 
to  the  company.  In  the  spring  of  1600,  he  staged  his  famous  pub- 
licity stunt  of  dancing  from  London  to  Norwich,  starting  on  the 
1 1  th  of  February  and  arriving  on  the  1 1  th  of  March.  Kempe's  ac- 
count of  this  feat  was  entered  in  the  Stationers'  Register  on  April  22, 
1600,  as  "Kemp's  morris  to  Norwiche."  Soon  after  this  he  went  to 
Italy  and  Germany  but  returned  to  England  in  September  of  1601. 
The  last  we  hear  of  him  is  as  making  a  loan  from  Henslowe,  the 
manager  of  the  Admiral's  Men,  and  of  being  attached  to  Worces- 
ter's Men  during  the  winter  of  1 602-1 603.  We  do  not  hear  of  him 
again  except  that  he  is  mentioned  as  dead  in  An  Apology  for  Actors 
by  Thomas  Heywood  (c.  161 2).  Apart  from  Kempe's  account  of 
his  dance  to  Norwich,  which  he  called  "Kemp's  Nine  Dales 
Wonder,  Performed  in  a  Daunce  from  London  to  Norwich,"  he 
wrote  scripts  for  his  low-comedy  turns.   These  turns,  known  as 
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"jigs,"  were  the  indispensable  tailpieces  of  Elizabethan  drama  up 
until  the  turn  of  the  century.  Printed  with  a  play  called  A  Knack  to 
Know  a  Knave,  in  1594,  is  "Kemp's  Applauded  Merriments  of  the 
Men  of  Goteham  in  Receiving  the  King  of  Goteham." 

Kempe  was  the  zany  type  of  clown  and  very  versatile.  His  great- 
est success  in  Shakespeare's  plays  was  doubtless  Dogberry  in  Much 
Ado  about  Nothing.  But,  popular  though  he  was,  his  independence 
and  vanity  must  have  made  him  a  doubtful  blessing  to  any  group  of 
actors.  It  is  thought  by  some  that  Shakespeare  made  him  satirize 
himself  as  Bottom  in  A  Midsummer  Nighfs  Dream  and  that  all  the 
railing  against  the  clowns  contained  in  Hamlet's  advice  to  the 
players  refers  to  Kempe's  unfair  and  vulgar  tricks.  Apart  from 
Peter  and  Dogberry,  parts  he  is  known  to  have  played,  Shake- 
speare must  have  had  him  in  mind  when  he  created  Launce  in  The 
Two  Gentlemen  of  Verona,  Bottom  in  A  Midsummer  Nighfs  Dream, 
Launcelot  Gobbo  in  The  Merchant  oj  Venice,  Shallow  in  Henry  TV, 
and  Grumio  in  The  Taming  of  the  Shrew. 

One  feature  that  Elizabethan  clowns  seem  to  have  had  in  com- 
mon is  smallness  of  stature.  We  know  that  Tarleton  was  tiny,  as 
was  his  "adopted  son,"  Armin.  Kempe  is  referred  to  as  thin, 
bearded,  and  short,  and  this  is  all  we  know  of  his  physical  appear- 
ance. There  is  one  contemporary  woodcut  of  him,  but  it  is  doubtful 
whether  this  can  be  considered  as  an  actual  portrait. 

When  Will  Kempe  left  the  company,  his  place  as  chief  comedian 
was  taken,  as  has  been  said,  by  Robert  Armin,  and  from  the  time 
when  this  alteration  took  place  to  the  time  of  the  writing  of  his  last 
play  Shakespeare  replaced  the  knockabout,  low-comedian  type 
with  one  that  is  a  direct  result  of  Robert  Armin's  peculiar  ability. 

We  do  not  know  when  Armin  was  born,  but,  if  we  are  to  believe 
Tarleton  in  his  Tarleton' s  Jest,  he  was  a  boy  serving  his  apprentice- 
ship to  a  goldsmith  in  the  City  of  London  in  1581. 

This  bright  little  cockney  wag  caught  the  great  clown's  fancy, 
and  Tarleton  went  so  far  as  to  say  that  he  considered  him  as  his 
adopted  son  and  prophesied  that  the  boy  would  succeed  him  as  a 
comedian.  However,  it  is  as  an  author  that  he  first  earned  a  reputa- 
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tion,  with  a  preface  to  A  Brief  Resolution  of  the  Right  Religion  in  1 590, 
and  Foole  upon  Foole,  or  Six  Sorts  of  Sottes  in  1600.  The  latter  must 
have  been  popular  for  we  find  that  an  enlarged  edition,  under  the 
title  oi  A  Nest  of  Ninnies,  was  published  in  1608.  This  work,  which  is 
really  a  collection  of  essays  on  psychologically  abnormal  characters, 
is  particularly  interesting  to  us,  for  it  marks  the  strange  preoccupa- 
tion of  Armin  with  all  manifestations  of  real  or  assumed  insanity. 

In  1 609,  when  a  play  by  him  entitled  Two  Maids  of  Moreclacke 
was  revived  in  a  performance  given  by  the  Children  of  the  King's 
Revels,  in  the  preface  of  the  edition  published  that  year  Armin 
regrets  that  he  cannot  ^^again''  play  John  for  them.  This  character 
is  one  of  his  "ninnies,"  "John  of  the  Hospitall,"  and  the  fact  that 
he  had  at  some  time  played  the  part  shows  that  he  used  his  study 
of  abnormal  mentality  to  supply  himself  with  parts  suitable  to  his 
own  peculiar  type  of  acting.  Armin  saw  the  "innocent,"  or  idiot,  as 
a  figure  of  fun,  as  did  most  of  his  contemporaries,  and,  as  such, 
legitimate  material  for  the  purpose  of  entertainment. 

With  the  advent  into  Shakespeare's  company  of  this  subtle  and 
complex  man,  this  skilled  musician  and  sweet  singer,  there  appears 
Feste  in  Twelfth  Night — Feste,  the  sly  professional  jester  attached 
to  the  household  of  the  Countess  Olivia,  who  incites  others  to  folly, 
makes  shrewd  observations  with  the  license  permitted  to  the 
feeble-minded,  and  sings  his  way  into  the  favor  of  all,  extracting 
gratuities  as  he  goes.  According  to  Feste's  description  of  himself,  he 
is  neither  tall  nor  thin,  which  leads  us  to  imagine  Armin  as  a  little 
fat  man  with  a  sweet  voice,  a  nimble  wit,  and  an  unusual  ability 
to  play  every  kind  of  fool.  ^  After  Feste  in  1600,  there  follow  in  rapid 
succession  Touchstone  in  As  You  Like  It  and  the  Clown  in  Airs  Well 
That  Ends  Well.  In  1603,  there  is  First  Gravedigger  in  Hamlet, 
followed  closely  by  Evans  in  The  Merry  Wives  of  Windsor  and  Pompey 
in  Measure  for  Measure.  Later  come  the  Clown  in  Othello,  the  Fool  in 
Lear  (a  part  greatly  to  Armin's  taste,  no  doubt),  the  Porter  in 
Macbeth,  the  Fool  in  Timon  of  Athens,  the  Clown  in  Antony  and  Cleo- 

5.  The  woodcut  on  the  title  page  of  Two  Maids  of  Moreclacke  may  be  a  portrait  of 
Armin.  This  is  reprinted  in  the  Shakespeare  Society's  Fools  and  Jesters  (1842). 
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patra,  Boult  in  Pericles,  First  Citizen  in  Coriolanus,  the  Clown  in  The 
Winter'' s  Tale,  and  Trinculo  in  The  Tempest.^ 

Robert  Armin's  name  appears  in  a  list  of  the  company's  actors  in 
1610,  but  not  in  one  of  161 1,  and  we  must  conclude  that  he  dropped 
out  or  died  sometime  within  that  year. 

A  glance  at  predominant  types  that  appear  in  the  plays  will  give 
us  more  than  a  hint  of  the  characteristics  of  the  rest  of  the  leading 
actors  of  Shakespeare's  company. 

There  is  the  middle-aged  swashbuckler  who  belongs  in  the 
category  of  "high  comedians."  Whether  he  is  playing  the  cowardly 
braggart  or  the  ranting  villain,  his  physical  attributes  are  the  same: 
he  is  a  tall,  heavy  man  with  a  stentorian  voice.  Such  a  man  was 
Thomas  Pope,  who  probably  joined  the  company  in  1594  and  who 
died  sometime  between  1603  and  1604.  He  doubtless  played 
Armado  in  Love'^s  Labour'' s  Lost,  Parolles  in  AlPs  Well  That  Ends  Well, 
Aaron  in  Titus  Andronicus,  Fluellen  in  Henry  V,  Falstaff  in  Henry  VI, 
Parts  I  and  //,  and  in  The  Merry  Wives  oj  Windsor,  Petruchio  in  The 
Taming  oj  the  Shrew,  Sir  Toby  Belch  in  Twelfth  Night,  and,  since  it 
was  undoubtedly  played  as  a  high-comedy  part,  Shylock  in  The 
Merchant  of  Venice. 

There  is  the  handsome  and  dashing  near-villain  who  is,  in  the 
early  plays,  the  fickle  or  unprincipled  lover.  Suffolk  in  Henry  VI, 
Proteus  in  The  Two  Gentlemen  of  Verona,  Berowne  in  Lovers  Labour^ s 
Lost,  and  Antipholus  of  Ephesus  in  The  Comedy  of  Errors  are  all 
examples  of  the  type.  Later,  similar  characteristics  are  found  in  the 
moody,  gay,  or  aggressive  noblemen,  such  as  Bolingbroke  in 
Richard  II,  Don  John  in  Much  Ado  about  Nothing,  Duke  Frederick  in 
As  You  Like  It,  Gratiano  in  The  Merchant  of  Venice,  and  Bertram  in 
AlPs  Well  That  Ends  Well.  Augustine  Phillips,  who  was  in  youth 
"complete  in  feature,"  is  believed  to  be  the  prototype  of  these  dash- 
ing unprincipled  young  men.  That  he  later  became  lanky  and  ca- 
daverous may  account  for  his  playing  the  "lean  and  hungry" 
Cassius  and  may  also   have  determined   the  sour  pomposity  of 

6.  If  Armin  played  Trinculo,  it  must  be  assumed  that  The  Tempest  was  first  performed 
before  161 1. 
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Malvolio  in  Twelfth  Night.  It  has  been  suggested  that  Claudio  in 
Hamlet  is  a  study  of  Phillips  in  the  last  years  of  his  life.'' 

And  so  they  pass  before  our  eyes  as  we  read  the  plays:  William 
Sly,  the  fiery  young  swordsman  who  undoubtedly  played  Hotspur 
in  Henry  IV,  Tybalt  in  Romeo  and  Juliet,  and  Laertes  in  Hamlet; 
Richard  Cowley,  thin-faced  and  forlorn,  playing  jilted  lovers, 
always  with  the  laugh  against  him  in  such  parts  as  William  in 
As  You  Like  It,  Sir  Andrew  Aguecheek  in  Twelfth'  Night,  and 
Roderigo  in  Othello;  Henry  Condell  of  regal  and  dignified  mien 
playing  sympathetic  second  juvenile  leads,  such  as  Paris  in  Romeo 
and  Juliet,  and,  later,  Antonio  in  The  Merchant  oj  Venice,  Malcolm  in 
Macbeth,  and  Edgar  in  King  Lear;  George  Bryan,  the  fine  elocu- 
tionist for  whom  splendid  and  impressive  speeches  were  written, 
such  as  the  dying  speech  of  John  of  Gaunt  in  Richard  II,  the  soliloquy 
of  Friar  Laurence  in  P^omeo  and  Juliet,  and  all  the  splendor  and  ring- 
ing grandeur  of  the  speech  of  kings,  potentates,  and  ecclesiastical 
dignitaries. 

Glancing  over  the  names  of  the  actors  given  in  the  First  Folio  of 
Shakespeare's,  plays,  we  find  that  here  is  represented  every  type  of 
professional  actor  known  to  the  period.  From  the  city  streets, 
noblemen's  houses,  and  apprentices'  garrets,  from  country  schools 
and  village  cottages,  from  the  very  hedgerows,  men  of  various 
talents  and  diverse  experience  drifted  together  and  gave  service 
and  loyalty,  some  for  as  long  as  twenty-five  years.  Here  is  the  group 
of  "fellowes,"  many  of  whom,  to  a  certain  degree,  helped  to  shape 
the  characters  of  the  greatest  actor-playwright  of  all  times. 

Numbers  and  Classification 

Most  amateur  directors,  when  considering  a  Shakespearean  play 
for  production,  will  view  the  long  lists  of  the  casts  with  dismay,  but 
a  glance  at  the  organization  and  numbers  of  the  Elizabethan 
repertory  company  shows  him  a  way  of  presenting  these  imposing 

7.  Baldwin,  Thomas  Whitfield,  The  Organization  and  Personnel  of  the  Shakespearean 
Company,  Appendix  VI,  pp.  407-408. 
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numbers  of  characters  without  running  into  difficulties,  financial  or 
otherwise.  It  will  also  give  him  practical  hints  that  may  apply  to 
the  organizing  and  selection  of  his  own  group. 

Shakespeare's  company,  at  the  time  of  his  death,  consisted  of 
twelve  leading  actors,  and  this  seems  to  have  been  the  usual  number 
in  the  successful  London  companies.  Of  these  twelve,  six  or  seven 
might  be  "sharers,"  that  is,  outstanding  and  popular  artists  who 
were  in  receipt  of  all  entrance  money  at  the  door  (the  extra  pay- 
ments for  seats,  "rooms,"  and  stools  on  the  stage  being  collected 
by  the  "house-holder"  or  by  the  builder  of  the  theater  and  his 
backers,  who,  in  turn,  paid  rent  to  the  owner  of  the  land  on  which 
the  playhouse  stood) .  When  we  consider  that  the  entrance  fee  was 
only  a  penny  for  old  plays  and  two  pence  for  new,  and  that  the 
sharers  had  to  pay  the  stagehands,  hired  men,  wig-and-costume 
"masters,"  prompter,  and,  possibly,  musicians,  and  bear  the  heavy 
expense  of  costuming  the  plays,  it  is  surprising  to  find  how  many  of 
them  died  comparatively  wealthy  men.  But  we  have  to  consider 
that  at  the  turn  of  the  century  the  sharers  demanded  and  got  half 
the  takings  of  the  galleries;  that  sometimes,  as  in  the  case  of  the 
group  of  sharers  of  which  Shakespeare  was  one,  they  were  actually 
joint  owners  of  the  playhouses  in  which  they  performed — in  this 
case,  the  Globe  and  the  Blackfriars  theaters;  that  they  received 
considerable  additions  to  their  incomes  from  the  special  perform- 
ances they  gave  at  Court,  in  the  Inns  of  Court,  and  in  noblemen's 
houses;  and  finally  that  the  value  of  money  at  that  time  was  nearly 
twenty-five  times  higher  than  it  is  today.  These  facts  certainly  help 
to  explain  those  fortunes  in  money  and  lands  seen  in  the  wills  of  the 
actors,  and  it  becomes  easy  to  understand  that  their  "shares,"  on 
their  deaths,  were  important  enough  to  be  willed  either  to  members 
of  their  families,  or  to  the  company  to  be  divided  among  the  other 
sharers. 

In  the  case  of  Shakespeare's  company,  their  sound  finance  and 
lack  of  litigation,  so  common  in  that  day,  was  due  to  the  fact  that 
Heminges  not  only  was  their  excellent  man  of  business,  but  was 
himself  a  sharer.  It  is  no  wonder  that  this  sound  and  prosperous 
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company  kept  its  organization  intact  for  forty-eight  years  and 
ceased  to  function  only  when  all  the  theaters  were  closed  in  1642. 

Supporting  the  sharers  and  contributing  to  the  continuous  excel- 
lence of  the  acting  were  the  apprentices.  Starting  at  the  age  of  ten, 
these  boys  may  have  paid  a  premium,  as  all  trade  apprentices  did, 
but  even  if  they  did  not,  it  must  have  been  seven  years  at  least 
before  they  received  a  salary.  In  the  meantime,  each  one  seems  to 
have  been  attached  to  a  sharer,  with  whom  he  lodged  and  boarded. 
He  was  trained  by  the  experienced  actor  to  play  the  women's  parts 
and  also,  it  has  been  suggested,  the  actor's  own  particular  type  of 
part,  in  order  that  the  boy  on  attaining  manhood  might  take  his 
master's  place  on  the  latter's  retirement  or  death.  Of  the  boys  them- 
selves we  know  little,  but  that  little  is  significant  and  enables  us  to 
form  opinions  that  have  direct  bearing  on  their  place  and  worth 
in  the  company.  We  have  to  keep  in  mind,  in  judging  their  ability, 
that  here  again  Shakespeare  had  to  fit  his  characters  to  his  cast, 
and  when  we  think  of  the  heroines  he  created  we  begin  to  get  a 
glimpse  of  the  astonishing  talent  of  these  youngsters. 

In  the  early  chronicle  plays,  women  have  but  small  place,  an 
occurrence  which  can  be  partly  explained  by  the  type  of  these 
plays,  which  call  for  the  clash  of  arms  in  battle  and  the  clash  of 
factions  in  intrigue  and  have  little  concern  with  "the  soft  phrase  of 
peace."  Moreover,  when  these  plays  were  written  it  is  doubtful 
whether  there  had  been  time  to  allow  for  the  years  of  careful  train- 
ing that  was  later  to  prove  so  beneficial  to  young  actors.  So  we  find 
that  the  few  chief  women  characters  in  the  casts  of  these  early  plays 
are,  for  the  most  part,  women  of  middle  or  advanced  age,  and  such 
parts  were  always  played  by  men.  The  few  young  women,  children, 
and  pages  that  would  be  played  by  boys  are  all  minor  roles,  and 
well  within  the  scope  of  children  of  ten  or  twelve  serving  their 
apprenticeships  and  "walking  on"  to  get  experience.  Later,  when 
time  had  allowed  for  the  requisite  training  of  these  boys,  we  find, 
in  the  comedies  especially,  that  women  are  of  first  importance,  and 
that  in  some  of  these  plays  the  leading  lady — Rosalind  in  As  You 
Like  It  and  Portia  in  The  Merchant  oj  Venice,  for  instance — has  a  part 
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the  lines  of  which  far  outnumber  those  of  any  other  role  in  the  play. 
In  the  tragedies  and  Roman  plays,  which  are  essentially  one-man 
plays,  the  women,  though  subordinate,  are  of  vital  importance  and 
call  for  the  most  profound  art  in  character  delineation  and  emo- 
tional power. 

It  seems  from  the  few  facts  we  possess  that  the  apprentices  were 
six  in  number  working  in  pairs.  Two  would  be  newcomers  of  ten 
years  of  age  or  thereabouts,  who,  at  this  early  stage,  would  be 
learning  fundamentals,  walking  on,  and  sustaining  small  parts. 
The  next  two  would  be  the  twelve-to-fourteen  age  group  and  would 
be  playing  important  secondary  parts.  The  last  pair,  of,  say,  fifteen 
to  eighteen  years,  would  be  leading  ladies  as  long  as  their  voices 
and  physical  appearances  allowed.  After  this  they  would  graduate 
to  the  adult  status  and  play  secondary  young  men,  with  the  possi- 
bility of  becoming  sharers  just  ahead.  As  this  third  pair  left  the 
boys'  group,  a  new  pair  would  be  taken  on  at  the  ten-year-old 
level,  the  second  pair  would  attain  the  distinction  of  leading  ladies, 
and  so  on. 

It  would  seem  from  the  casts  that  these  pairs  usually  consisted 
of  a  beautiful  "serious"  boy — preferably  blond  and  gray-eyed — 
yoked  with  a  "comedy"  boy  of  the  small  brunet  type.  We  can  see 
them  as  Silvia  and  Julia  {The  Two  Gentlemen  of  Verona),  the  Princess 
of  France  and  Rosaline  {Love'^s  Labour'' s  Lost),  Helena  and  Hermia 
{A  Midsummer  Nighfs  Dream),  Portia  and  Nerissa  {The  Merchant  oj 
Venice),  Bianca  and  Katharine  {The  Taming  of  the  Shrew),  Rosalind 
and  Celia  {As  You  Like  It),  Hero  and  Beatrice  {Much  Ado  about 
Nothing),  Olivia  and  Viola  {Twelfth  Night),  and  Cleopatra  and 
Octavia  {Antony  and  Cleopatra). 

We  know  a  few  of  these  young  actors.  Robert  Gough — or  GofFe 
or  Gouch — was  a  Welsh  boy^  who  joined  the  company  under  the 
tutelage  of  Augustine  Phillips.  He  seems  to  have  been  a  consistently 
good  actor,  playing  Juliet  at  fourteen  and  Portia  near  the  end  of  his 
apprenticeship.  William  Ecclestone  was  the  small  dark  boy  who 
must  have  been  his  running-mate  and  played  the  lively  second 

8.  He  undoubtedly  sang  the  Welsh  song  as  Lady  Mortimer  in  /  Henry  IV,  III,  i . 
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leads.  Sometimes,  as  Katharine  in  The  Taming  of  the  Shrew  and  as 
Beatrice  in  Much  Ado  about  Nothings  he  evidently  played  the  first 
lead.  We  get  a  hint  of  the  vital  high-spirited  performance  he  m.ust 
have  given  when  we  find  that  after  graduation  he  did  not  play 
romantic  heroes  but  rollicking  singing  soldier  parts.  Samuel  Gil- 
burne  is  another  golden-haired,  gray-eyed  heroine  with,  as  possible 
partner,  the  black-haired,  black-eyed  Jack  Wilson,  the  latter 
specializing  in  serious  singing  heroines — a  possible  Ophelia  and 
Desdemona.  Of  John  Edmans  we  know  nothing  beyond  the  fact 
that  he  was  probably  the  brilliant  boy  who  played  Cleopatra,  and 
that  in  161 7  he  left  the  company  to  join  the  provincial  company  of 
Queen  Anne. 

As  in  the  case  of  the  men,  the  actual  physical  appearance  of  the 
boy  actor  is  often  described  in  the  play  in  which  he  appears.  A  boy 
named  James  Sands,  playing  Octavia  in  Antony  and  Cleopatra^  is 
described  by  the  Messenger  as  having  brown  hair,  a  low  forehead,  a 
round  face,  and  "dwarfish"  stature,  and  as  speaking  with  a  low 
voice.  Duke  Orsino  describes  the  delicate  femininity  of  the  disguised 
Viola  {Twelfth  Night);  Rosalind  describes  the  black-eyed  Phoebe, 
and  Phoebe  gives  an  ecstatic  account  of  Rosalind  (As  You  Like  It). 

All  these  hints  are  obvious  guides  to  the  characterization  and 
physical  appearance,  i.e.,  make-up,  of  the  heroines.  But  there  is 
still  another  point  that  has  to  be  taken  into  account,  a  point  made 
most  strongly  by  such  authorities  as  Sir  Walter  Raleigh^  and  W. 
Robertson  Davies;^^  and  this  must  be  given  serious  consideration 
by  the  modern  actress  playing  a  Shakespearean  heroine.  Since  the 
parts  of  the  heroines  were  written  for  boys,  Shakespeare  was  par- 
ticularly careful  to  avoid  overemphasis  on  sex  in  these  parts. 
Furthermore,  such  restraint  would  help  to  avoid  detrimental  criti- 
cism from  the  Puritan  element  in  London.  So  the  heroines  were 
acted  simply  and  directly  without  individual  mannerisms  or  self- 
conscious  display.  ^^  Always  keeping  in  mind  the  boy  actor,  for 

9.  Raleigh,  (Sir)  Walter,  Shakespeare,  p.  120. 

10.  Davies,  W.  Robertson,  Shakespeare's  Boy  Actors,  pp.  195-200. 

11.  It  is  interesting  to  notice  how  little  embracing  occurs  in  the  love  scenes.  The  kiss 
in  the  opening  scene  between  Antony  and  Cleopatra  and  those  given  by  Othello  to  the 
sleeping  Desdemona  are  two  of  the  rare  exceptions. 


Il6  ACTORS    &    ACTING 

whom  the  part  was  written,  the  young  actress  of  today  should  allow 
only  so  much  of  her  own  femininity  to  emerge  as  her  artistic 
integrity  allows,  and  in  the  scenes  where  she  is  disguised  as  a  boy, 
as  she  is  in  many  of  the  comedies,  should  subdue  even  that  little. 
Uncontrolled  emotion  must  be  guarded  against  with  unceasing 
vigilance,  and  always  she  should  think  of  herself  as  an  exquisitely 
tuned  instrument  sounding  with  simplicity  and  fidelity  the  loveliest 
poetry  in  the  English  language.  The  young  actress  who  can  do  this 
should  go  far  to  refute  Sir  Walter  Raleigh's  statement  that 

with  the  disappearance  of  the  boy  players  the  poetic  drama  died  in 
England,  and  it  has  had  no  second  life.^^ 

These  two  permanent  groups,  sharers  and  apprentices,  who 
played  all  the  important  parts,  formed  the  heart  of  the  company, 
but  they  were,  in  turn,  dependent  on  the  "hired  men,"  those  minor 
actors  who  were  paid  a  small  weekly  wage  by  the  actors  and  hired 
as  they  were  required.  The  extraordinary  skill  and  versatility  of 
the  humble  "extras"  will  be  apparent  when  we  consider  that  it  was 
for  these  men  that  Shakespeare  created  so  many  complete  small- 
part  characters.  This,  if  nothing  else,  should  convince  us  of  their 
ability.  There  is  a  possibility  that  the  high  repute  of  Shakespeare's 
company  was  in  part  due  to  the  fact  that  many  of  its  hired  men  at 
the  Globe  and  Blackfriars  had  been  members  and  even  sharers  of 
companies  that  had  failed,  owing  to  keen  competition  and  the 
limited  audience  in  the  London  of  that  day. 

The  various  known  facts  begin  to  fall  into  place  and  the  whole 
picture  of  the  day-by-day  life  of  the  company  to  emerge.  We  also 
begin  to  understand  how,  with  actors  of  skill  and  experience  to 
play  leads,  with  boys  trained  to  the  highest  standard  of  excellence 
to  play  the  women,  and  with  men  of  ability  and,  possibly,  of  expert 
training  to  play  small  parts,  Shakespeare  could  write  for  his  com- 
pany such  plays  as  Hamlet,  Macbeth,  Othello,  and  King  Lear,  secure 
in  the  conviction  of  the  ability  of  his  actors  to  perform  them. 

12.  Raleigh  (Sir)  Walter,  loc.  cit. 
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Doubling 

To  return  to  the  numbers  of  actors  available  for  the  casts.  So 
far  we  know  that  there  were  twelve  adults  and  six  boys  in  the 
majority  of  the  London  companies.  And  at  this  point  we  reconcile 
those  huge  casts  with  this  comparatively  small  number  of  players 
by  the  realization  that  doubling,  one  of  the  oldest  expedients  of  the 
classical  theaters,  was  still  an  accepted  fact  in  the  English  theater. 
In  the  Greek  theater  there  were  only  two,  or  at  most  three,  actors, 
but  these  few,  with  the  aid  of  masks  and,  doubtless,  different-colored 
garments,  played  all  the  parts  in  the  drama.  The  interlude  players  of 
medieval  times,  although  seldom  more  than  four  in  number, 
thought  nothing  of  presenting  short  sketches  with  large  casts;  one. 
The  Tyde  Tarriethjor  No  Man,  has  a  cast  of  eighteen!  The  strolling- 
player  groups  of  Shakespeare's  own  time  seem  to  have  consisted  of 
four  men  and  a  boy,  a  number  borne  out  by  a  reference  in  Sir 
Thomas  Moore^^  "The  king,"  the  "adventurous  knight,"  "the 
lover,"  "the  humorous  man,"  "the  clown,"  and  "the  lady"  in  the 
group  that  Hamlet  describes  before  the  players  appear  suggest  five 
players.  But  in  the  performance  of  "The  Mousetrap,"  as  far  as  it 
goes,  only  four  characters  are  presented,  and,  since  it  should  have 
been  easy  for  Prologue  and  Lucianus  to  double,  there  might  have 
been  only  three  members  in  the  actual  performance. 

It  will  be  asked  how  this  doubling  could  be  carried  out  sufficiently 
well  to  be  convincing.  First  as  regards  the  actors:  the  multiple- 
disguise  man — who  survives  today  in  the  "quick-change"  artist  of 
the  Music  Halls — must  have  been  a  specialist  in  his  own  line,  and 
his  popularity  is  confirmed  by  the  fact  that  Henslowe's  company, 
the  Admiral's  Men,  presented  a  whole  group  of  plays  during 
Shakespeare's  lifetime  which  featured  multiple  disguise.  In  one 
play,  Look  about  You,  one  character  plays  seven  different  parts, 
many  of  which  appear  two  or  three  times  during  the  course  of  the 

1 3.  A  play  of  unknown  authorship  in  which  Shakespeare  is  believed  to  have  had  a 
hand.  In  line  931 ,  More  says  to  a  player,  "How  manie  are  ye?"and  the  player  responds, 
"Ffoure  men  and  a  boy,  Sir."  (See  The  Book  of  Sir  Thomas  More,  The  Alalone  Society 
Reprints,  Oxford  University  Press,  New  York,  191 1,  p.  32.) 
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play.  Multiple-disguise  work  must  have  been  an  indispensable  part 
of  the  hired  man's  equipment  for  obtaining  work  in  an  Elizabethan 
repertory  company. 

To  consider  the  technique  of  doubling  from  the  playwright's 
point  of  view,  he  had  to  keep  in  mind  that  there  could  be  no 
meeting  of  the  different  characters  played  by  one  man,  and  the 
considerate  playwright  would  try  to  finish  v/ith  one  part  before 
presenting  the  doubling  actor  with  another.  William  J.  Lawrence 
has  pointed  out  the  following  facts  in  the  construction  of  Hamlet 
that  illustrate  these  points:^'* 

Act  I.  Three  minor  characters  begin  and  end  (Francisco,  Ber- 
nardo, and  Marcellus). 

Act  II.  Seven  new  characters  appear  (Reynaldo,  Rosencrantz, 
Guildenstern,  and  four  Players  (three?)).  Three  characters  dis- 
appear (Voltimand,  Cornelius,  and  Reynaldo). 

Act  III.  No  new  character  is  introduced.  Six  old  ones  disappear 
at  the  end  of  the  act  (four  Players,  Polonius,  and  the  Ghost). 

Act  IV.  Five  new  characters  and  two  new  minor  parts  appear 
(Fortinbras,  Captain,  Gentleman,  two  Danes,  minor  Servant,  and 
Sailor).  Three  old  ones  are  withdrawn  (Rosencrantz,  Guildenstern, 
and  Ophelia). 

Act  V.  Seven  new  characters  are  introduced  (two  Gravediggers, 
two  Priests,  Osric,  Lord,  and  Ambassador),  and  "supers"  as 
mourners. 

Only  five  characters  remain  throughout  the  play  (Hamlet, 
Horatio,  Laertes,  Claudius,  and  Gertrude). 

A  careful  study  of  the  plays  of  Shakespeare  from  this  particular 
point  of  view  will  enable  the  amateur  producer  to  decide  on  the 
number  of  parts  that  can  be  doubled,  and,  if  he  decides  to  use  this 
expedient,  he  will  be  giving  some  of  his  scholar-players  the  in- 
comparable experience  of  developing  ability  to  play  "character" 
parts.  This  will  widen  their  experience  and,  if  the  producer  is 
willing,  give  them  a  chance  to  do  a  bit  of  creative  interpretation  on 
their  own. 

14.  Lawrence,  William  J.,  Pre-Restoration  Stage  Studies,  Chap.  3,  *'The  Practice  of 
Doubling  and  Its  Influence  on  Early  Dramaturgy." 
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We  know  that  the  London  companies  presented  as  many  as  forty 
plays  a  season,  a  good  half  of  which  were  new,  so  that  a  leading 
actor  must  have  played  at  least  thirty  parts  a  season,  and  when  we 
consider  the  number  of  plays  performed  each  week — we  know  of 
one  instance  where  Henslowe's  company  played  a  different  play 
every  day  for  eleven  days — the  arduousness  of  the  life  becomes 
apparent.  Rehearsing  all  the  morning,  playing  in  the  afternoon, 
and  memorizing  new  parts  at  night  would  be  the  daily  round  of 
the  Elizabethan  repertory  actor.  It  is  safe  to  guess  that  Shakespeare, 
who  carried  the  added  burden  of  writing  and  revising  plays,  would 
see  to  it  that  the  parts  he  wrote  for  himself  were  short  and  that  these 
characters  appeared  infrequendy.  This  is  borne  out  by  the  belief 
that  he  played  Adam  in  As  You  Like  It  and  the  Ghost  in  Hamlet. 
If  the  life  of  the  leading  members  of  the  cast  was  strenuous,  those 
of  the  humble  hired  men  seem  almost  superhuman,  for  in  their  case 
they  had,  added  to  the  usual  repertory  routine,  the  task  of  doubling, 
playing  as  many  as  four  parts  at  least  in  every  play. 

Acting  in  the  Innyards  and  Public  Playhouses 

Judging  by  the  crude  tragedies  of  blood  of  the  early  sixteenth 
century,  we  can  conclude  that  nothing  was  expected  of  the  actor 
but  mouthing  and  rant,  while  the  slapstick  comedies  called  for 
little  more  than  gross  clowning. 

In  1587,  however,  the  rise  of  great  poetic  drama  brought  the 
need  for  men  who  could  speak  with  power  and  dignity,  and  this 
challenge  was  taken  up  with  such  spirit  that  the  actor  became  a 
recognized  artist  who  brought  distinction  to  a  now  acknowledged 
profession.  The  one-man  plays  of  Marlowe,  as  has  been  said,  saw 
the  beginning  of  the  star  system,  and  it  is  Marlowe  himself  who 
proclaims  the  change  in  plays  and  acting  for  which  he  himself  was 
so  largely  responsible.  In  the  introduction  to  Tamerlane  he  says: 

"From  jigging  veins  of  rhyming  mother  wits 
And  such  conceits  as  clowning  keeps  in  pay, 
We'll  lead  you  to  the  stately  tent  of  war 
Where  you  shall  hear  the  Scythian  Tamerlane 
Threat' ning  the  world  with  high  astounding  terms." 
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The  years  1587  to  1590,  a  period  of  "high  astounding  terms," 
are  full  of  tragedies  and  historical  plays  which  call  for  little  more 
than  vigorous  declamation. 

By  1 590  actors  began  to  appear  who  were  bred  to  the  profession 
in  the  metropolitan  playhouses.  The  long,  careful  training  which 
had  previously  been  the  exclusive  privilege  of  the  Children  of 
Paul's  and  the  Children  of  the  Chapel  Royal  was  now  available 
to  the  professional  apprentices,  attached  to  secure  companies  which 
owned  their  own  playhouses.  These  competent  youngsters  began  to 
meet  the  varied  demands  made  by  the  brilliant  comedies  and 
tragicomedies  that  were  written  for  them.  The  clowns  still  had  their 
place  and  the  jig^^  still  followed  the  play,  but  the  standard  of  acting 
was  of  a  high  order  on  the  whole. 

Shakespeare's  period  of  great  tragedy  begins  in  1600,  and  in- 
ability of  the  actors  to  rise  to  its  demands  at  first  may  have  been  the 
cause  of  Hamlet's  advice  to  the  players.  There  is  no  doubt  that 
Shakespeare  felt  the  need  for  reform  in  the  actor's  art  and  that  he 
was  responsible  to  a  great  extent  for  bringing  it  about.  In  fact  we 
can  consider  that  the  results  of  his  teaching  and  advice  led  to  the 
beginning  of  modern  acting  with  its  emphasis  on  identification  of 
the  actor  with  the  character  and  the  apparent  spontaneity  of  expres- 
sion of  that  character  in  speech,  voice,  and  action. 

We  are  safe,  therefore,  in  considering  1 603  to  1 6 1 3  as  one  of  the 
periods  of  great  acting  on  the  English  stage.  After  this,  there  seems 
to  have  been  a  slow  decline  in  acting  and  in  the  acknowledged 
reputation  of  the  actors  until  the  closing  of  the  theaters  in  1642. 

Training  of  Elizabethan  Actors 

It  will  be  well  for  us  now  to  consider  the  type  of  training  that  the 
young  apprentices  received  who  had  the  advantage  of  being 
connected  with  the  permanent  companies  of  the  public  playhouses. 
First  and  foremost,  the  boy  of  ten  received  instruction  and  drill  in 

15.  The  jig  was  outlawed  at  the  General  Session  of  the  Peace  for  Middlesex,  October 
I,  161 2.  According  to  the  Order,  the  jig  was  attracting  the  scum  of  the  City  and  causing 
"tumults  and  outrages  wherebye  His  Majesties  peace  is  often  broke."  (Chambers,  Sir 
Edmund  K.,  The  Elizabethan  Stage,  Vol.  IV,  p.  340.) 
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enunciation  and  voice  production,  followed  by  training  in  music, 
dancing,  and  general  deportment.  He  would,  for  instance,  learn  to 
manage  his  feminine  attire  with  grace  and  charm.  During  the  years 
of  his  initial  training  he  would  be  constantly  in  the  environment  of 
professional  performances  and  in  contact  with  professional  actors, 
and,  as  the  years  went  by,  he  would  be  participating  in  the  com- 
pany's productions  to  a  gradually  increasing  extent.  He  would  not 
only  watch,  but  himself  receive  instruction  from,  the  famous  play- 
wrights of  the  day.  In  many  cases  these  playwrights  were,  or  had 
been,  actors  themselves,  and,  when  we  consider  that,  in  the  case  of 
Shakespeare  and  Jonson,  they  created  parts  for  their  fellow  actors, 
it  becomes  evident  that  they  were  not  only  the  best  but  the  inevi- 
table directors  of  their  own  plays. 

There  is  no  doubt  that  Shakespeare  was  an  excellent  director, 
demanding  a  very  high  standard  of  acting  from  his  fellow  players. 
The  need  for  reform  in  interpretation  he  realized  fully,  and  did  not 
hesitate  to  mock  the  actors  who  strove  to  please  no  more  than  that 
section  of  the  public  who  demanded  little — and  that  little,  crude 
and  obvious.  In  Troilus  and  Cressida,  I,  3,  lines  153-156,  we  have  a 
comment  on  the  exaggerated  stride  and  stamping  used  by  some 
actors;  in  Antony  and  Cleopatra,  V,  2,  lines  218-219,  the  problem  of 
the  boys'  broken  voices;  in  Richard  III,  III,  5,  lines  5-9,  the  external 
acting  that  remained  as  part  of  the  formal  and  traditional  ranting 
of  the  old  miracle  plays  and  the  insincerity  of  stage  tricks;  and  in 
A  Midsummer  Nighfs  Dream,  I,  2;  III,  i;  and  IV,  i,  all  the  make- 
shifts and  petty  jealousies  of  the  tiring  house,  the  selfishness  and 
stupidity  of  comedians,  the  pomposity  and  ignorance  of  leading 
men. 

But  not  only  do  we  have  Shakespeare's  criticisms  of  current 
acting.  In  Hamlet,  we  are  in  possession  of  a  most  intimate  account 
of  what  he  must  often  have  said  to  the  actors  at  rehearsals,  and  the 
advice  he  gave  is  so  valuable  to  all  actors,  at  all  times,  that  sincere 
scholar-players  will  give  it  the  closest  attention.  It  will  be  remem- 
bered that,  quite  suddenly,  Hamlet,  the  Prince  of  Denmark,  steps 
right  out  of  character  in  order  to  take  coals  to  Newcastle  in  the 
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shape  of  a  lesson  in  acting  to  the  actors  who  visit  Elsinore,  and 
shows  at  the  same  time  that  he  is  conversant,  to  a  professional 
degree,  with  the  dramatic  coach's  demands,  despairs,  and  aspira- 
tions. The  play  stops  suddenly  at  this  point,  and  Shakespeare,  not 
Hamlet,  steps  forward  to  say,  in  the  hearing  of  the  audience,  that 
which  there  was  such  need  to  say  that  he  could  no  longer  refrain 
from  a  public  declaration. 

"Speak  the  speech,  I  pray  you,  [he  says]  as  I  pronounced  it  to  you, 
trippingly  on  the  tongue." 

That  "trippingly"  means  fluently,  which  in  turn  means  swiftly 
and  intelligibly.  It  is  a  well-established  fact  that  the  average  time 
for  the  presentation  of  an  Elizabethan  play  was  not  longer  than  two 
and  a  half  hours,  and  this  may  have  included  one  intermission,  but 
not  the  jig  at  the  end.  This  could  mean  that  the  average  rate  of 
speech  would  be  about  twenty  lines  a  minute.  The  modern  actor 
will  find  that  speed  and  intelligibility  of  speech,  especially  when  the 
lines  contain  unusual  words  and  unusual  combinations  of  speech 
sounds,  require  continual  practice,  and  it  is  here  that  he  should 
start  his  technical  training  and  continue  his  most  consistent  effort. 

"But  if  you  mouth  it,  as  many  of  your  players  do,  [he  continues]  I  had 
as  lief  the  town  crier  spoke  my  lines." 

Here  we  catch  a  glimpse  of  the  exaggerated  elocution  that  was 
common  in  Shakespeare's  day.  The  stentorian  voice  and  ridiculous 
formation  of  speech  sounds  which  still  characterize  the  "calling"  of 
the  town  crier,  wherever  that  almost  obsolete  figure  appears,  were, 
up  to  recent  times,  employed  by  the  old  stock-company  Shake- 
spearean actor,  whose  mouthing  and  ranting  of  the  part  of  Hamlet 
have  given  us  that  deadly  epithet  "ham,"  that  is,  to  act  with  sound 
and  fury  signifying  nothing. 

"Nor  do  not  saw  the  air  too  much  with  your  hand,  thus;  but  use  all 
gently:  for  in  the  very  torrent,  tempest,  and — as  I  may  say — whirlwind 
of  passion,  you  must  acquire  and  beget  a  temperance  that  may  give  it 
smoothness." 
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Here  we  not  only  get  a  warning  against  wild,  meaningless 
gesture,  but  learn  the  value  of  that  secret  of  all  great  acting,  con- 
trolled emotion.  "Smoothness''  is  a  beautiful  word  with  which  to 
describe  the  seeming  effortlessness  that  results  from  temperate  and 
intelligent  use  of  emotional  energy. 

"O!  it  offends  me  to  the  soul  to  hear  a  robustious  periwig-pated  fellow 
tear  a  passion  to  tatters,  to  very  rags,  to  split  the  ears  of  the  groundlings, 
who  for  the  most  part  are  capable  of  nothing  but  inexplicable  dumb 
shows  and  noise:  I  would  have  such  a  fellow  whipped  for  o'er-doing 
Termagant;  it  out-herods  Herod:  pray  you,  avoid  it." 

Here  is  a  description  of  the  type  of  acting  that  Shakespeare 
abhorred,  and  it  is  interesting  that  he  exemplifies  it  by  reference 
to  the  amateur  acting  of  the  old  miracle  plays.  He  must  have  seen 
a  good  deal  of  rustic  and  provincial  acting  in  and  around  Stratford 
and  Warwick  in  his  youth  and  have  remembered  the  effect  it  had 
on  him  when  he  came  to  write  the  scene  of  the  yokels  acting  the 
"Nine  Worthies"  in  Lovers  Labour's  Lost^  and  the  "hard-handed" 
men  of  Athens  playing  the  "lamentable  comedy  of  Pyramus  and 
Thisby"  in  A  Midsummer  NigMs  Dream.  His  gibe  at  the  groundlings 
is  bitter,  but  their  failure  to  appreciate  anything  but  obvious 
gesture  and  rant  is  nothing  to  his  contempt  for  the  actor  who  plays 
down  to  them. 

"Be  not  too  tame  neither,  but  let  your  own  discretion  be  your  tutor: 
suit  the  action  to  the  word,  the  word  to  the  action;  with  this  special  observ- 
ance, that  you  o'erstep  not  the  modesty  of  nature;  for  anything  so  over- 
done is  from  the  purpose  of  playing,  whose  end,  both  at  the  first  and  now, 
was  and  is,  to  hold,  as  'twere,  the  mirror  up  to  nature;  to  show  virtue  her 
own  feature,  scorn  her  own  image,  and  the  very  age  and  body  of  the  time 
his  form  and  pressure." 

Vapid  and  devitalized  acting,  on  the  other  hand,  is  equally  bad, 
and  Shakespeare  suggests  that  the  only  safe  guide  to  the  degree  of 
intensity  with  which  a  part  is  played  is  the  actor's  own  intelligent 
judgment,  which  will  not  reduce  but  control  emotional  energy. 
All  bodily  movement  should  be  used  in  such  a  way  as  to  augment 
and  enhance  the  vocal  expression  of  logical  and  emotional  meaning. 
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but  here  again  the  effect  produced  should  be  one  as  spontaneous 
and  effortless  as  artless  nature  shows.  The  actor,  remembering  the 
unchanging  purpose  of  acting,  which  is  to  reflect  life,  should  strive 
to  reproduce  not  only  the  emotions  of  the  character  he  is  portraying, 
but  also  the  contemporary  manners  of  the  period  in  which  the  play 
is  supposedly  taking  place. 

"Now,  this  overdone,  or  come  tardy  off,  though  it  make  the  unskilful 
laugh,  cannot  but  make  the  judicious  grieve;  the  censure  of  which  one 
must  in  your  allowance  o'erweigh  a  whole  theatre  of  others." 

While  over-  or  underacting  may  raise  a  laugh  from  the  crowd,  it 
will  be  a  matter  for  regret  to  the  discerning  few — the  few  whose 
judgment  must  be  the  final  criterion  for  the  sincere  and  honest 
actor. 

"O!  there  be  players  that  I  have  seen  play,  and  heard  others  praise, 
and  that  highly,  not  to  speak  it  profanely,  that  neither  having  the  accent 
of  Christians  nor  the  gait  of  Christian,  pagan,  nor  man,  have  so  strutted 
and  bellowed  that  I  have  thought  some  of  nature's  journeymen  had  made 
men  and  not  made  them  well,  they  imitated  humanity  so  abominably." 

Hamlet,  or  rather  Shakespeare,  had  often  heard  lavish  praise 
from  the  undiscerning  for  artificial  and  insincere  actors  whose 
performances  were  so  wooden  that,  far  from  imitating  living  men, 
they  suggested  effigies  made  by  unskilled  carpenters  who  had 
bungled  the  job. 

"...  And  let  those  that  play  your  clowns  speak  no  more  than  is  set 
down  for  them;  for  there  be  of  them  that  will  themselves  laugh,  to  set  on 
some  quantity  of  barren  spectators  to  laugh  too,  though  in  the  meantime 
some  necessary  question  of  the  play  be  then  to  be  considered;  that's 
villainous,  and  shows  a  most  pitiful  ambition  in  the  fool  that  uses  it." 

In  the  last  remark  we  hear  the  director-playwright's  voice 
sounding  a  warning  to  his  fellow  director-playwrights  to  curb  the 
license  of  the  clowns  on  the  contemporary  stage,  first  by  canceling 
the  custom  of  letting  them  ad-lib  their  parts  and  making  them  keep 
to  a  definite  text;  secondly,  by  not  allowing  them  to  steal  serious 
scenes  by  diverting  the  attention  of  the  audience  to  their  mockery 
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of  the   scene.   The   anger   implicit  in  these  final  condemnations 
suggests  personal  experience,  and  it  has  been  suggested  (see  page 
1 08)  that  the  lines  were  leveled  at  Will  Kempe. 
In  brief,  Shakespeare  demanded  of  the  actor  of  his  day: 

1 .  Speedy  and  intelligible  speech 

2.  Controlled  and  directed  emotional  energy 

3.  Naturalness  of  deportment  and  gesture 

4.  Identity  of  the  actor,  as  far  as  possible,  with  the  character 
being  portrayed,  including  a  lively  awareness  of  his  environment 
and  times 

5.  Utter  disregard  for  easily  won  laurels,  and  serious  regard  for 
the  comments  of  the  judicious  critic 

These  demands  still  hold  good  for  all  actors  in  all  times  and  in  all 
places. 

Contemporary  actors  who  meet  these  demands  to  a  remarkable 
degree  are  John  Gielgud,  Sir  Laurence  Olivier, ^^  and  Sir  Ralph 
Richardson  (see  pages  126-127). 

16.  It  is  interesting  to  note  that  Sir  Laurence  started  his  acting  career  at  fifteen  by 
playing,  as  did  the  boys  in  Shakespeare's  company,  a  female  role — Katharine  in  The 
Taming  of  the  Shrew  at  Stratford-on-Avon. 


CHAPTER      3 

Shakespearean  Acting  on  a  Reconstructed 
Elizabethan  Stage 


Bottom.  "Get  your  apparel  together,  good  strings  to  your 
beards,  new  ribbons  to  your  pumps.  .  .  .  Every  man  look 
o'er  his  parts  for  the  short  and  the  long  is,  our  play  is 
preferred." 

A  Midsummer  Night^s  Dream,  IV,  2 


IF  WE  TAKE  it  for  granted  that  the  scholar-player  will  be 
performing  in  a  theater  that  approximates  the  Elizabethan 
playhouse,  it  follows  that  he  will  have  to  adjust  his  acting  to 
this  particular  type  of  stage  and  auditorium,  and  here  words  of 
advice  and  warning  may  perhaps  save  him  some  disconcerting 
experiences. 

We  are,  happily,  in  possession  of  evidence  showing  how  a  modern 
actor  feels  when  he  first  performs  on  an  Elizabethan  stage,  and  it 
will  be  encouraging  to  consider  this  before  the  more  technical 
aspects  of  the  experience. 

Some  years  ago  [writes  Professor  George  Pierce  Baker]  when  Ben 
Jonson's  Silent  Woman  was  revived  at  Harvard  University,  the  professional 
actors,  when  they  first  saw  the  wide  expanse  of  undecorated  stage  and 
the  eager  pittites  sitting  close  up  to  the  very  edge  of  it,  almost  refused  to 
carry  on  their  work.  They  said:  "These  people  are  too  close;  we  have 
nothing  to  set  our  imaginations  afire.  All  this  will  chill  us  inevitably  into 
tameness."  But  at  the  end  of  the  first  act,  to  which  they  had  been  forced, 
they  came  off  tingling  with  enthusiasm  and  delight  because,  as  one  of 
them  said:  "Why,  I  have  never  known  anything  like  this.  There  are  no 
footlights  to  get  over,  there  is  no  proscenium  arch  to  frame  us  in.  As 
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Sir  Ralph  Richardson  as 
Falstaflf.  (Photograph:  John 
Vickers,  London.) 
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Sir  Ralph  Richardson  as 
Petruchio.  (Photograph: 
Vandamm,  New  York.) 


John  Gielgud  as  King  Lear.  (Photograph:  Angus  McBean,  London.) 


John  Gielgud  as  Hamlet.  (Photograph:  Vandamm,  New  York.) 


Sir  Laurence  Olivier  as  Hot- 
spur. (Photograph:  John 
Vickers,  London.) 


Sir  Laurence  Olivier  as  Jus- 
tice Shallow.  (Photograph: 
John  Vickers,  London.) 
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quick  as  I  do  anything  the  audience  comes  back  at  me  with  a  response. 
Those  old  fellows  certainly  knew  the  right  conditions  for  the  actor."  ^ 

In  regard  to  the  technique  of  exposition  in  the  Elizabethan 
theater  there  were  certain  severe  handicaps  under  which  both 
actor  and  playwright  labored,  and  these  presented  problems  that 
are  not  entirely  absent  from  the  theater  of  today.  The  audience, 
comprising  as  it  did  so  many  different  social  and  intellectual  levels, 
made  conflicting  demands  of  both  author  and  actor,  and  most  of 
those  demands  had  to  be  met  in  the  typical  five  acts  if  the  play  was 
to  be  a  popular  success.  This  meant  that  the  playwright  must 
present  variety  and  contrast  in  plot  and  types  of  characters,  and 
that  the  actors  must  have  a  continuous  lively  awareness  of  this 
variety  and  contrast  in  their  presentation.  Not  only  must  the  actors 
underscore  all  lines  that  helped  the  audience  to  disentangle  and 
follow  the  complexity  of  plot,  but  they  must  have  the  power  to 
direct  audience  reaction  from  tragedy  to  comedy,  from  subjective 
pity  to  active  condemnation,  from  fustian  prose  to  the  most  ex- 
quisite poetry,  all  this  and  more  in  a  comparatively  short  space  of 
time.  There  could  be  nothing  fumbling  and  vague  about  this  inter- 
pretation; it  would  have  to  be  definite,  swift,  and  skillful  in  its 
economy  of  stroke,  a  poster  technique  that  made  the  picture  in- 
stantly intelligible  to  every  level  of  comprehension. 

The  fact  that  there  was  no  program  to  aid  identification  of  char- 
acter, of  time,  of  place,  meant  that  there  must  be  signposts  in  the 
script  itself  to  guide  the  listening  audience,  and  that  the  actor  must 
underscore  such  indications  by  isolating  them  by  pause  and  re- 
inforcing them  by  emphasis.  For  instance,  the  lines  describing  or 
naming  a  character,  or  both,  just  before  his  entrance  must  be  of 
clarion  clearness  and  of  arresting  pitch  and  power.  Lines  indicating 
time  of  day  or  season  of  year,  if  contributory  to  plot,  must  be  spoken 
with  more  significance  than  descriptive  passages  that  had  no 
expository  duties.  Places  which  could  not  be  suggested,  as  they  can 
today,  by  realistic  (?)  scenery  must  either  be  described  in  anticipa- 

I.  Baker,  George  Pierce,  The  Development  of  Shakespeare  as  a  Dramatist,  p.  308. 
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tion  in  a  preceding  scene,  or  be  described  on  the — supposed — spot, 
and,  again,  the  actor  must  speak  these  lines  with  arresting  clarity 
and  force.  Here  we  might  mention  one  bit  of  symbolic  technique 
that  had  remained  from  the  church  and  pageant  performances, 
that  of  suggesting  a  "journey"  by  a  symbolic  walking  around  the 
stage.  This  business  is  sometimes  used  at  the  end  of  Romeo  and  Juliet, 
I,  4  (see  footnote  13,  page  19). 

An  audience  as  unruly  and  boisterous  as  the  one  for  whom 
Shakespeare  wrote  his  plays  would  be  hard  to  hold  unless  the  actors 
played  with  vigorous  certitude.  The  fact  of  their  being  on  and 
around  three  sides  of  the  stage  meant  that  there  must  be  a  certain 
amount  of  integration  of  actor  and  audience  by  way  of  glance  and 
gesture,  especially  in  such  direct  address  as  indicated  in  "Prologue," 
"Chorus,"  and  some  types  of  soliloquy,  and  the  fact  that  such  an 
audience  looked  for  and,  apparently,  enjoyed  long  rhetorical 
passages,  whether  comprehended  or  not,  tended  to  foster  the  tech- 
nique of  declamation.  It  has  even  been  suggested  by  Sir  Arthur 
Quiller-Couch^  that,  in  order  to  point  up  such  passages,  the  actor 
would  advance  to  the  very  front  of  the  stage  and  direct  the  speech 
— whether  a  soliloquy  or  part  of  a  dialogue — full  at  the  audience, 
and,  upon  its  conclusion,  bow  in  acknowledgment  of  the  applause 
and  return  back  into  the  play. 

We  can  see  that  this  stage,  auditorium,  and  audience  allowed  for 
no  subtlety  of  suggestion,  no  delicacy  of  understatement,  no  intro- 
spective muttering,  but  that  all  acting  must  be  bold,  vital,  and 
compelling.  When  we  remember  that  Shakespeare  knew  that  the 
lines  he  was  writing  would  be  delivered  in  this  fashion,  we  can 
understand  how  this  fact  must  have  influenced  the  writing  of,  for 
instance,  the  early  chronical  plays  destined  for  production  in  the 
innyards  and  public  theaters.  However,  plays  performed  at  Court, 
at  the  Inns  of  Court,  and  later  in  the  private  theater  at  Blackfriars 
could  be  acted  with  more  subtlety  of  suggestion  since,  with  a  more 
sophisticated  audience,  more  intelligent  comprehension  could  be 
expected,  and  playwright  and  player  alike  must  have  welcomed  this 

2.  Quiller-Couch,  (Sir)  Arthur,  Shakespeare^ s  Workmanship,  pp.  63-64. 
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far  greater  challenge  to  their  creative  genius.  But  these  perform- 
ances were  few  and  far  between,  and  the  company  was  not  playing 
regularly  at  Blackfriars  until  the  last  phase  of  Shakespeare's  career. 
We  must  conclude  that  he,  with  the  help  of  his  talented  company, 
slowly  but  surely  educated  his  public-theater  audience  to  a  pitch 
where  they  were  at  least  acquiescent  to,  if  not  receptive  of,  the 
magic  of  exquisite  poetry,  the  most  profound  philosophy,  the  most 
stirring  and  complex  emotions. 

Summary  of  Shakespearean  Acting  Techniques 
for  Use  on  the  Modern  Stage 

Time  :  Brisk  and  lively  in  comedy.  Natural  urgency  of  impassioned 
speech  in  tragedy. 

Voice:  Full,  clear,  and  resonant;  wide  range  of  intonation  and 
easy  modulation  from  one  key  to  another. 

Speech:  Clean-cut  formation  and  musical  tone  of  vowels,  and 
accurate,  distinct,  and  firm  articulation  of  consonants.  While  at  no 
time  must  intelligibility  be  sacrificed  to  speed,  yet  a  fine  pace  is 
desirable,  and  verbal  fluency  must  be  practiced  until  it  is  effortless 
and  smooth. 

Emotion  :  In  comedy,  this  ranges  from  the  spirited  firing  of  verbal 
squibs  to  boisterous  physical  knockabout,  and  in  every  case 
comedy  must  hold  the  tone  of  high  good  humor  and  must  keep 
within  the  actor's  own  capacity  to  feel  the  delight  and  fun  he 
expresses.  In  tragedy,  the  range  runs  from  the  subjective  inertia  of 
melancholy,  sickness,  and  imminent  death  to  the  violence  of 
denunciatory  hatred,  agonized  remorse,  abandonment  to  grief  or 
fear.  In  both  comedy  and  tragedy,  there  must  be,  on  the  part  of  the 
actor,  full  and  perfect  comprehension  of  the  logical  and  emotional 
meaning  of  the  words  he  speaks  and  an  acute  awareness  of  their 
significant  implications.  With  guiding  and  controlling  intelligence 
in  the  saddle,  expression  can  be  given  plenty  of  rein,  but  the  actor 
must  remember  that  the  unpardonable  sin  in  acting  is  that  of 
expressing  more  emotion  than  he  feels.  The  acquisition  of  that 
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"temperance  that  may  give  .  .  .  smoothness'*  is  the  first  objective, 
and  it  follows  that  there  will  be  unceasing  work  to  gain  it,  but,  in 
spite  of  this,  there  must  always  be  a  freshness  of  speech  and  manner 
in  delivery  that  suggests  complete  spontaneity.  Fortunately  there  is 
little  chance  of  Shakespeare's  lines  going  stale  through  constant 
repetition,  for  the  more  the  intelligent  actor  goes  over  his  part  the 
more  he  will  realize  the  wonders  of  its  inner  meaning. 

Movement:  There  is  a  practical  matter  to  be  considered  here: 
how  far  will  costume  hinder  deportment  and  gesture?  Usually  this 
is  discovered  only  at  the  dress  rehearsal,  and  last-minute  adjust- 
ments of  business  are  fatal  to  that  sense  of  security  that  gives  firm- 
ness of  attack  on  the  first  night.  For  this  reason  the  actual  costume, 
or  a  facsimile,  should  be  worn  at  rehearsals  from  the  time  the 
blocking  of  the  play  starts.^  In  Shakespearean  acting,  speech  is  more 
rapid,  voice  more  resolute,  and  emotion  more  firm  than  in  the 
acting  of  modern  plays,  so  movement — which  is  not  an  isolated 
indicator  but  an  integrated  element  of  emotional  manifestation — 
is  more  definite,  free,  and  significant  than  in  almost  any  other  type 
of  acting.  The  form  and  pressure  of  the  time  is  one  of  intense 
vitality — controlled  and  directed,  but  unmistakably  there. 

Exposition:  Interpretation  of  a  work  of  genius  is  a  grave  responsi- 
bility, and  the  actor  who  realizes  this  spares  no  pains  to  "put  across" 
the  playwright's  intentions  in  regard  to  verbal  meaning,  character- 
ization, and  plot.  He  will  find  that,  even  with  such  definite  signposts 
as  programs  with  the  list  of  characters,  the  sequence  of  scenes,  the 
stated  locality,  and,  perhaps,  a  synopsis  of  plot,  there  will  still  be  a 
part  of  the  audience  in  a  state  of  dazed  befuddlement.  He  will  find 
as  many  levels  of  comprehension  and  receptivity  as  Richard 
Burbage  did  at  the  Globe,  and  he  will  realize  that  meaning  cannot 
be  made  too  clear  if  it  is  to  reach  the  lowest  intelligence  group  thai 
may  comprise  the  greater  part  of  his  audience.  His  (the  actor's) 
duty  then  is  to  reinforce  interpretation  by  every  device  known  in 
exposition.  Emphasis  of  plot  lines,  of  distinguishing  names  of  persons 

3.  The  ruff  and  the  farthingale,  in  particular,  may  require  weeks  of  practice  before 
they  can  be  worn  with  ease  and  grace. 
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and  places,  and  for  collecting  a  scattered  order  of  words  must  be 
strong.  Pauses  should  be  used  before  an  emphatic  or  important 
statement  to  point  attention  to  what  is  to  come  and,  after  a  speech 
of  tremendous  import,  to  give  time  for  this  to  be  grasped.  Varying 
tempo  must  be  used  to  express  the  tightening  or  slackening  of  emo- 
tional tension,  and  all  these  elements  must  be  reinforced  by  bodily 
movement,  including  skillful  miming.  The  actor  must  do  his  best 
to  aid  comprehension  of  ( i )  unusual  or  obsolete  words  and  grammar 
and  (2)  packed  condensation  of  meaning  implied  in  images.  The 
best  way  for  the  actor  to  set  about  this  is  to  consult  glossaries  and 
Variorum  editions  of  the  plays;  then,  having  made  thought  and 
form  clear  to  himself,  to  translate  these  into  his  own  colloquial 
speech,  and  with  this  in  mind  to  speak  his  part.  It  is  quite  remark- 
able how  easy  it  becomes  for  the  audience  to  grasp,  or  guess,  the 
meaning  when  this  is  done.  The  language  no  longer  seems  archaic 
and  stiff  to  those  unused  to  Elizabethan  drama,  but  vital  and 
meaningful,  and  the  actor  gives  the  impression  of  a  person  of 
Shakespeare's  own  time  speaking  the  habitual  prose  of  castle,  street, 
market  place,  or  tavern,  and  the  greatest  poetry  of  the  whole  rich 
life  that  wrapt  him  round.'*  The  plays  which  to  some  may  have 
been  no  more  than  dusty  museum  pieces  will  then  take  on  life,  and 
the  timeless  worth  of  these  works  of  genius  will  be  revealed  to  them 
in  the  light  of  their  own  comprehension. 

4.  For  special  suggestions  for  the  speaking  of  blank  verse,  see  Webster,  Margaret, 
Shakespeare  without  Tears,  pp.  78-84,  and  de  Banke,  Cecile,  The  Art  of  Choral  Speaking, 
Baker's  Plays,  Boston,  1937,  pp.  117-122. 
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COSTUME 


CHAPTER      7 
Costume  in  Elizabethan  England 


Carlo  Buffone.  "To  be  an  accomplished  gentleman  .  .  . 
'twere  good  you  turn'd  four  or  five  hundred  acres  of  your 
best  land  into  two  or  three  trunks  of  apparel." 

Ben  Jonson,  Every  Man  out  of  His  Humour^  I,  r 


AT  NO  TIME  in  the  social  history  of  England  do  we  find 
/%      such    all-pervading    magnificence    and    extravagance    of 
A       m.    costume  as  in  the  period  that  coincides  with  the  rise  and 
decline  of  Elizabethan  drama. 

At  Court,  the  importance  attached  to  sartorial  display  led  cour- 
tiers to  sell  their  lands  and  manors  to  meet  the  expenses  of  outdress- 
ing  their  rivals,  and  among  the  nobility  in  general  the  amount 
spent  on  clothes  was  out  of  proportion  to  all  other  personal  and 
household  expenditure.  In  the  City,  the  new-rich  merchant  class 
followed  the  example  set  by  their  social  superiors,  and  Jaques — in 
As  You  Like  It,  II,  7 — could  say  that 

"the  city  woman  bears 
The  cost  of  princes  on  unworthy  shoulders," 

and 

"...  such  a  one  as  she  such  is  her  neighbor." 

Among  the  less  affluent,  this  passion  for  display  often  led  to  priva- 
tion and  debt.  In  1592,  the  Duke  of  Wiirtemberg,  in  a  letter 
describing  English  customs,  said, 

"Many  a  one  does  not  hesitate  to  wear  velvet  in  the  streets,  which  is 
common  with  them,  whilst  at  home  they  have  not  a  piece  of  dry  bread." 

141 
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It  was  even  found  necessary  to  pass  laws  in  order  to  prohibit  the 
wearing  of  costly  clothes  by  those  who  could  not  afford  them,  but 
these  laws  were  more  frequently  ignored  than  obeyed. 

For  the  first  time  we  begin  to  hear  of  the  obligation  to  "follow  the 
fashion,"  and,  as  the  facilities  for  travel  increased,  of  the  importa- 
tion of  foreign  fashions.  This  last  resulted  in  polyglot  costumes  in 
which  the  fashions  of  Spain,  France,  Italy,  and  Germany  were  in- 
extricably mixed. 

Not  everyone  was  caught  in  this  tide  of  folly.  Indeed  it  is  from 
the  censure  of  the  sober-minded  and  the  ridicule  of  the  witty  that  we 
are  able  to  deduce  the  outstanding  characteristics  of  the  costume  of 
the  period.  Again  and  again  we  hear  of  inappropriate  and  pre- 
tentious magnificence  of  attire,  of  haphazard  mixing  of  foreign  im- 
portations, and  of  the  absurd  and  exacting  dictates  of  flying 
fashions. 

Traditional  Splendor  of  Stage  Clothes 

What  effect  did  this  royal,  courtly,  and  civic  display  of  costly 
clothes  have  on  the  costuming  of  the  contemporary  drama?  Did  the 
actors  vie  with  the  magnificance  of  the  audience  in  the  matter  of 
clothes?  Did  they  attempt  to  keep  abreast  of  the  fashion?  Did  they 
reflect  the  idiosyncracies  of  mixed  importations?  Above  all,  how  did 
they  meet  the  expense  of  clothing  the  members  of  their  companies — 
however  simply — in  as  many  as  forty  plays  a  season? 

In  answering  these  questions  it  is  necessary  to  consider  first  the 
long  tradition  of  colorful  splendor  associated  with  the  costuming  of 
the  drama.  There  were  the  magnificent  ecclesiastical  vestments 
used  in  early  liturgical  drama;  the  reflection  of  this  magnificence,  in 
appearance  at  least,  in  the  costuming  of  the  miracles  and  mysteries; 
and  the  rich  splendor  of  costumes  worn  by  professional  entertainers 
attached  to  royal  and  noble  houses.  (See  a  description  of  the  cos- 
tumes worn  by  Queen  Elizabeth's  woman  Fool,  page  182.) 

This  tradition  had  sprung  from  the  need  for  spectacle  to  offset  the 
lack  of  scenery  and  the  need  to  invest  the  performers,  especially  the 
local  amateurs,  with  dignity,  beauty,  and  otherworldness  on  the 
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one  hand,  and  with  arresting  eccentricity,  terror,  or  horror  on  the 
other.  More  worldly  considerations  had  also  contributed  to  the 
tradition  for  it  became  a  matter  of  pride  in  early  times  for  kings  and 
nobles  to  dress  their  entertainers  in  costly  and  striking  clothing. 
Here,  then,  is  the  answer  to  the  first  question.  Through  long  associa- 
tion, the  actors  were  expected  to  appear  in  rich  and  beautiful 
costumes.  Their  improved  social  status  had  also  made  it  obligatory 
to  attempt,  at  least,  to  vie  with  the  splendor  of  clothing  seen  on  the 
nobles  and  young  men  of  fashion  seated  on  the  stage  and  on  the 
wealthy  merchants  and  their  wives  thronging  the  galleries.  The 
competition  must  have  been  a  cruel  burden,  for  it  was  customary 
for  the  entire  audience  to  wear  its  best  to  the  playhouse  and,  in  the 
case  of  those  seated  on  the  stage,  to  make  it  a  parade  ground  for  the 
latest  fashion. 

In  regard  to  reflecting  the  rapidly  changing  fashions  and  con- 
tinental importations  on  the  Elizabethan  stage,  it  seems  that  the 
actors  circumvented  this  by  dressing  one  character,  now  and  then, 
in  a  parody  of  some  transient  grotesquerie,  and  the  playwright  sup- 
ported the  idea  by  writing  Witty  or  contemptuous  comments  on 
these  current  follies.  We  hear  of  Tarleton,  the  famous  clown  of 
Queen  Elizabeth's  company  of  players,  wearing  slops  so  huge  that 
they  could  have  held  a  "bushel  of  wheate."  In  The  Merchant  of 
Venice,  I,  2,  Portia  says  of  the  young  baron  of  England, 

"How  oddly  he  is  suited!  I  think  he  bought  his  doublet  in  Italy,  his 
round  hose  in  France,  his  bonnet  in  Germany.  ..." 

In  Much  Ado  about  Nothing,  III,  2,  Don  Pedro  says  of  Benedick, 

"There  is  no  appearance  of  fancy  in  him,  unless  it  be  a  fancy  that  he 
hath  to  strange  disguises;  as,  to  be  a  Dutchman  today,  a  Frenchmen  to- 
morrow, or  in  the  shape  of  t\vo  countries  at  once,  as  a  German  from  the 
waist  downward,  all  slops,  and  a  Spaniard  from  the  hip  upward,  no 
doublet." 

The  exaggerated  fashions  of  the  lords  and  foplings  were  doubtless 
reflected  in  Monsieur  le  Beau  in  As  You  Like  It  and  in  Osric  in 
Hamlet,  and  also  in  Hotspur's  contempt  for  the  lord  who  was  per- 
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fumed  like  a  milliner  and  talked  like  a  waiting-gentlewoman  (2 
Henry  IV,  I,  3). 

Taking  into  account  the  stage's  reputation  for  sumptuous  cos- 
tuming and  the  necessity  for  the  actor  to  compete  with  the  fine 
clothes  of  his  audience,  we  do  not  wonder  that  the  wardrobe  was  by 
far  the  heaviest  item  of  expenditure  in  Elizabethan  stage  produc- 
tion. Nevertheless,  it  is  with  something  of  a  shock  that  we  learn, 
from  Henslowe's  diary,  of  a  cloak  costing  more  than  the  play  in 
which  it  appeared,  and  of  a  single  garment  swallowing  up  more  than 
a  week's  takings  at  the  playhouse  door.  It  is  true  that  certain  tradi- 
tional and  official  garments,  such  as  robes  of  state,  ecclesiastical 
vestments,  and  military  and  civic  uniforms,  could  be  used  over  and 
over  again  without  causing  comment.  Contemporary  civilian 
clothes,  however,  would  have  to  be  altered  or  renovated^  if  they 
were  to  be  used  in  more  than  one  or  two  plays,  since  their  reappear- 
ance would  be  noticed  by  an  audience  that  was,  for  the  most  part, 
composed  of  the  same  playgoers  for  every  new  performance. 

Cost  of  Costumes 

The  disproportionate  outlay  for  costumes  was,  as  has  been  said, 
borne  by  the  actors,  and  our  curiosity  is  at  once  roused  as  to  how 
they  were  able  to  meet  this  responsibility.  Fortunately  we  are  in 
possession  of  a  good  many  facts  that  throw  light  on  the  problem 
and  reveal  that  there  were  many  ways  in  which  this  liability  was 
met.  We  know,  for  instance,  that  noblemen  often  willed  their 
clothes  to  their  servants,  and  that  these  servants,  being  compelled 
to  wear  family  livery  or  the  general  livery  of  servitors  (see 
page  151),  sold  them  to  the  actors.  Needy  courtiers  themselves, 
moreover,  sold  their  finery  to  the  players.  Nor  was  this  use  of 
secondhand  clothing  confined  to  the  public  theaters.  We  know  that 
such  garments  were  worn  by  the  Children  of  the  Chapel  Royal. 
One  handsome  fourteen-year-old  boy  who  played  the  leading  lady 
in  a  performance  of  Palamon  and  Arcite,  Part  II,  before  the  Queen 
received,  as  a  reward,  eight  angels  and  the  robes  of  the  recently 

I .  No  wonder  Henslowe  had  two  tailors  in  constant  employment. 
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deceased  Queen  Mary  that  he  had  worn  in  the  play.  Other  articles 
of  Queen  Mary's  wardrobe  were  lent  to  scholars  at  Oxford  Uni- 
versity for  a  play  that  they  presented  to  Queen  Elizabeth.  Another 
source  of  supply  was  the  Revels  Office,  which  not  only  costumed  the 
actors  when  they  appeared  at  Court,  but  quite  frequendy  gave 
them  these  beautiful  garments  in  place  of  a  fee.  Furthermore,  the 
men  employed  m  the  Revels  Office  were  allowed  to  augment  their 
salaries  by  selling  to  the  actors  Court-masque  costumes  when  they 
were  deemed  no  longer  fit  for  courtly  wear.  It  is  safe  to  consider 
also  the  possibility  of  the  actors  hiring  Court-masque  costumes 
when  they  were  not  in  use.  This  would  be  especially  true  of  Shake- 
speare's company  after  1603,  when  as  King's  Men  they  were 
nominally  members  of  the  staff  of  the  Royal  Household. 

Here  then  were  some  of  the  ways  in  which  the  actors  were  able  to 
procure  at  small  cost  the  basic  garments  of  extravagant  beauty  that 
would  otherwise  have  been  beyond  their  means  to  purchase. 

The  secondhand  clothing,  together  with  the  robes  and  uniforms 
already  mentioned,  was  no  doubt  owned  jointly  and  held  in  com- 
mon usage  by  the  sharers.  New  garments  were  purchased  by  them 
when  they  could  afford  them,  and,  since  some  of  the  leading  actors 
owned  their  own  wardrobes,  these  clothes  were,  no  doubt,  made  for 
them  at  their  own  individual  cost.  Indeed,  it  is  possible  that  the 
secondhand  clothes  were  worn  chiefly  by  the  hired  men,  a  possi- 
bility supported  by  the  bitter  complaints  of  contemporary  writers 
against  the  wearing  of  costly  satins  and  velvets  by  these  humble 
hirelings. 

For  the  less  illustrious  companies  there  were  other  sources  of 
supply.  They  could,  for  instance,  hire  costumes  from  theater  owners 
and  managers;  there  were  the  wardrobes  of  defunct  companies 
that  could  be  bought  by  their  more  fortunate  rivals;  and  there  were 
the  outmoded  or  too-familiar  garments  belonging  to  the  London 
companies  that  could  be  purchased  by  small  companies  touring 
the  provinces. 

By  way  of  purchasing  secondhand  clothes,  by  hire,  by  gifts,  by 
communal  and  individual  purchasing  of  new  garments,  and  by 
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the  alteration  and  renovation  of  old  ones,  the  London  actors 
managed  to  uphold  their  reputation  for  fine  costuming  and  even  to 
compete  with  the  magnificent  clothes  worn  by  their  audiences  at 
Court,  in  noblemen's  houses,  and  in  the  public  theaters. 

It  is  possible  that  there  has  been  no  time  in  the  history  of  the 
English  stage  when  contemporary  costuming  was  more  beautiful, 
more  colorful,  more  effective.  But  what  of  historical  costume  used  in 
classical  and  chronical  plays?  What  of  national  costume  in  plays 
set  in  France,  Italy,  or  Greece?  What  of  symbolic  and  imaginative 
costume  used  in  masques,  plays,  and  supernatural  episodes  within 
the  plays?  Here  it  is  to  be  feared  that  there  were  poor,  and  even  ludi- 
crous, makeshifts,  but  a  study  of  the  costuming  of  the  period  will  not 
be  complete  without  a  glance  at  these  less  happy  representations. 

Historical  Costume 

Fortunately,  through  the  information  obtainable  from  Henslowe's 
diary  and  a  study  of  the  numerous  portraits  of  the  period,  the  mod- 
ern producer  has  little  difficulty  in  finding,  down  to  the  last  detail, 
descriptions  of  the  clothes  that  appeared  on  the  stages  of  Eliza- 
bethan and  Jacobean  London.  It  is  usually  with  amazement  that 
we  learn  that  Julius  Caesar,  Antony  and  Cleopatra,  and  Coriolanus 
appeared  in  doublet,  hose,  farthingale,  ruffs,  etc.,  that  Tamerlane 
wore  a  "cotte  of  coper  lace"  and  "breeches  of  crymson  velvet,"  and 
"Harey  the  fifte"  was  decked  in  a  "dublet  and  vellvet  gowne." 

But  we  must  not  think  that  attempts  to  introduce  historical 
costume  were  not  made.  In  a  drawing  of  a  scene  from  Titus  Andron- 
icus  made  in  1594,^  we  learn  that  a  Moor — for  it  is  Aaron  who  is 
depicted — ^was,  to  Elizabethans,  a  Negro,  and  this  in  turn  explains 
Othello's  "black"  appearance.  But  the  thing  that  most  engages  our 
attention  in  the  drawing  is  the  strange  blend  of  historical  and  con- 
temporary costume.  For  instance,  Tamora  wears  the  flowing  gar- 
ment and  pointed  crown  of  a  medieval  saint  rather  than  that  of  a 
pagan  queen.  Titus  wears  a  very  fair  attempt  at  classical  costume, 

2.  This  drawing  was  made  by  Henry  Peacham,  a  schoolmaster  who  was  also  an 
cpigrammist  and  pamphleteer.  For  a  guide  to  reproductions  of  this  drawing,  see 
Chambers  entry  on  p.  208  and  Shakespeare  Survey  entry  on  p.  211. 
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but  behind  him  stand  two  soldiers  in  doublets  and  Venetians,  one 
wearing  the  feathered  casque  and  upper-body  armor  of  medieval 
times,  while  the  other  has  an  Elizabethan  hat  and,  strangest  of  all,  a 
curved  Eastern  scimitar.  One  of  Tamora's  sons  seems  to  be  in  fairly 
authentic  classical  costume  but  the  other  has  padded  sleeves  to  his 
tunic.  Aaron  has  a  tunic  with  a  shirt-top,  long  full  sleeves,  and  a 
skirt  of  piccadills  resembling  armor,  and  sandals  worn  over  half- 
hose,  or  netherstocks. 

In  the  play  The  First  Part  of  Richard  II  or  Thomas  of  Woodstock, 
attention  is  constantly  drawn  to  the  medieval  shoes  worn  by  the 
king  and  his  courtiers,  the  long  pointed  toes  of  which  were  chained 
to  the  knees.  ^  In  no  less  than  five  scenes  references  are  made  to 
these  shoes,  and  we  are  left  with  the  impression  that  an  innovation 
is  being  featured.  But  this  seems  to  be  an  isolated  example  of  at- 
tempted historical  accuracy  for  elsewhere  in  the  same  play  refer- 
ences are  made  to  the  following  Elizabethan  items:  French  hose, 
Italian  cloaks,  Spanish  hats,  plumed  hats,  russet  slops,  a  "big- 
bellied"  doublet,  and  a  lady's  riding  mask. 

We  wonder  that  actors,  who  at  some  time  must  have  seen  at- 
tempted accuracy  in  classical  and  medieval  costume  in  the  amateur 
performances  at  the  universities  and  Inns  of  Court,  ^  could  be  con- 
tent with  these  inaccurate  and  inconsistent  representations.  It  may, 
of  course,  be  part  of  the  unconscious  absence  of  realism  that  per- 
vaded all  Elizabethan  drama;  it  may  have  been  thought  sufficient 
to  give  one  or  two  indicators  and  leave  the  rest  to  the  audience's 
imagination;  it  may  have  been  a  matter  of  expediency,  economy,  or 
dramatic  tradition.^  However,  the  close  contact  of  Shakespeare's 

3.  The  author  is  indebted  to  Dr.  G.  B.  Harrison  for  drawing  her  attention  to  this 
point. 

4.  In  1 594,  the  Master  of  Trinity  wrote  to  ask  the  Lord  Chancellor  for  the  loan  of 
historical  robes  housed  in  the  Tower  of  London.  The  "auncient  princely  attire"  appro- 
priate for  persons  of  "greatest  estate"  was  needed  for  a  tragedy  that  was  to  be  "sett 
forth"  at  the  College. 

5.  This  lighthearted  inconsequence  in  the  matter  of  costume  was  most  cleverly 
pointed  up  by  Margaret  Webster's  touring  company  in  The  Taming  of  the  Shrew. 
Themselves  strolling  players,  representing  a  band  of  strolling  players  in  the  play,  there 
was  a  double  excuse  for  the  glorious  hodgepodge  of  garments  that  they  paraded  with 
such  dash  and  chucklesome  enjoyment. 
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company  with  the  Court  after  1603  must  have  greatly  influenced 
their  costuming.  For,  as  we  have  seen  already,  they  were  able  to 
hire  or  buy  the  actual  garments  worn  in  the  masques,  and  were 
even  given  the  beautiful  clothes  supplied  by  the  Revels  Office  for 
their  performances  at  Court.  It  is  safe  to  say,  therefore,  that  the 
later  plays.  The  Winter'^s  Tale,  Cymbeline,  and  The  Tempest,  showed 
less  inconsistency  in  costuming  and  conformed,  in  general,  to  the 
designs  supplied  for  the  Court  masques  by  Inigo  Jones. 

National  Costume 

Apart  from  items  of  costume  borrowed  from  other  countries  that 
were  part  of  fashionable  English  attire,  there  seems  to  have  been 
some  attempt  in  the  theaters  to  depict  national  costume,  in  part  at 
least.  In  Henslowe's  diary  we  hear  of  the  purchasing  of  material  for 
the  making  of  "Mores  cotte"  and  "Turckes  hedes"  (turbans?);  the 
Duke  of  Morocco  refers  to  his  scimitar,  and  Shylock  to  his  "Jewish 
gaberdine."  But  the  accepted  idea  of  Eastern  costume  doubtless 
came  from  the  Crusaders,  by  way  of  the  Herods  of  the  miracle 
plays,  and  that  of  Turkish  knights  and  Moors,  from  the  accounts 
of  travelers,  by  way  of  folk  and  mumming  plays.  By  1 585  these  were 
doubtless  all  traditional  garments  that  may  or  may  not  have  had 
anything  to  do  with  the  contemporary  national  garments  of  the 
countries  they  supposedly  represented.  In  regard  to  contemporary 
comedy  there  was,  it  is  certain,  no  attempt  made  to  reflect  foreign 
fashions  in  the  costuming. 

Symbolic  and  Imaginative  Costume 

Up  to  the  turn  of  the  sixteenth  century  symbolic  and  imaginative 
costume  in  the  drama  was  largely  traditional.  It  derived  from  the 
costuming  used  in  the  miracle  and  morality  plays,  which,  in  turn, 
had  reflected  its  ecclesiastical  origin  by  being  obvious  copies  of 
figures  seen  in  stained-glass  windows,  in  statuary  on  altars  and 
tombs,  and  in  murals  and  illuminated  manuscripts.  The  spiked 
crown  (seen  in  the  Titus  Andronicus  picture)  that  doubtless  served 
for  years  to  depict  the  queens  of  heaven,  earth,  and  faery  alike  can 
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be  seen  in  an  ancient  rood-screen  painting  of  an  archangel  in  a 
church  at  Barton  Turf  in  Norfolk,  England/  Prudence,  Temper- 
ance, Virginity,  Continence,  and  Marriage,  who  appeared  as 
tableaux  vivants  in  the  street  theaters,  can  be  found  in  the  stained- 
glass  windows  of  Canterbury  Cathedral. 

Devils  and  spirits  of  evil  derived  from  horrific  representations  of 
the  Last  Judgment  depicted  in  murals  and  illuminated  manu- 
scripts. The  same  old  devil — tail,  scales,  cloven  hoofs,  horns  and 
all — is  to  be  seen  in  the  frontispiece  of  an  early  edition  of  Mar- 
lowe's Doctor  Faustus  and  on  the  title  page  of  the  masque.  The 
World  Tost  at  Tennis  as  acted  by  the  Prince's  Men  in  1620.  Ghosts 
are  said  to  be  "sheeted,"  and  we  must  suppose  the  Ghost  in  Hamlet 
in  full  armor  to  be  an  exception  to  this  general  practice. 

Clowns,  as  has  been  already  mentioned,  were  sometimes  dressed 
in  exaggerated  current  fashion  or  as  country  yokels,  while  jesters, 
or  fools,  seem  to  have  long  retained  the  parti-colored  red  and  yellow 
of  the  medieval  fool  to  symbolize  the  divided  mind.  However,  we 
know  that  Will  Summers,  the  famous  fool  of  Henry  VHI's  Court, 
wore  green  and  white,  the  colors  of  the  royal  livery. 

6.  For  a  photograph  of  this  painting,  see  Borenius,  Tancred,  and  Tristram,  E.  W., 
English  Medieval  Paintings  p.  77. 


CHAPTER      2 
Details  of  Elizabethan  Costume 


Petruchio.  "O  mercy,  God!  what  masquing  stuff  is  here? 
What's  this?  a  sleeve?  'tis  like  a  demi-cannon: 
What !  up  and  down,  carv'd  like  an  apple  tart? 
Here's  snip  and  nip  and  cut  and  slish  and  slash, 
Like  to  a  censer  in  a  barber's  shop. 
Why,  what,  i'  devil's  name,   tailor,   call'st  thou 
this?" 

The  Taming  of  the  Shrew,  IV,  3 


THE  COSTUME  DESIGNER,  facing  the  task  of 
dressing  a  Shakespearean  play,  w^ill  first  need  to  know  w^hat 
is  chronologically  correct,  after  which  he  can  make  adapta- 
tions that  will  give  consideration  to  what  is  comfortable  enough  to 
be  worn  with  ease  and  grace  by  the  modern  actor. 

Fabrics  &  Colors 

It  will  be  well  to  start  by  considering  what  fabrics  are  known  to 
have  been  used  in  the  period,  and  for  this  a  table  of  names  of  the 
better-known  cotton,  woolen,  and  silk  materials,  together  with  sug- 
gestions for  their  equivalents  and  for  substitutes  procurable  today, 
will  be  found  on  pages  153-156. 

With  this  information  in  hand,  the  costumer  can  proceed  to  the 
question  of  color,  and  here  he  will  be  delighted  to  find  the  range  of 
hues  as  wide  as  could  be  wished  or  imagined.  The  dyeing  of  fabrics 
had  been  practiced  in  England  since  the  twelfth  century,  and  in 
Elizabethan  times  had  reached  an  advanced  stage  of  experimenta- 
tion, with  the  result  that  many  beautiful  colored  fabrics  were  avail- 
able for  every  kind  of  use.  The  names  of  colors,  which  were  as 
fanciful  then  as  now,  will  require  a  word  or  two  of  explanation, 
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and,  since  the  color  of  garment  played  an  important  part  in  class 
distinction,  attention  will  also  have  to  be  paid  to  the  type  of  people 
who  could  or  could  not  wear  this  or  that  color.  For  instance, 
servants,  were  limited  to  dark  blue  or  tawny-colored  liveries  or 
garments,  and  the  costuming  of  a  nobleman  in  these  colors  would 
be  not  only  incorrect  but  ridiculous.  Again,  the  introduction  of 
green  sleeves  into  the  costume  of  a  lady  of  quality  would  be  a  very 
doubtful  procedure  since  these  were  the  customary  wear  of  the 
courtesan. 

The  symbolism  of  color  is  a  further  point  that  might  be  taken  into 
account  since  so  much  attention  was  given  to  it  by  all  classes,  and 
since  it  was  applied  with  fine  dramatic  effect  in  the  Court  masques 
and  in  playhouse  productions.  Color  symbolism  seems  to  have 
evolved  as  part  of  religious  ritual  from  the  very  earliest  times, 
and  Greek  tragedy,  itself  performed  as  part  of  religious  festival, 
gives  us — in  the  plays  of  Aeschylus,  for  instance — the  use  of  color 
symbolism  as  an  effective  dramatic  device.  The  early  Christian 
Church  adopted  color  symbolism  from  pagan  ritual,  both  in  vest- 
ments and  in  ecclesiastical  furnishings  (altar  cloths,  lectern  covers, 
etc.),  and  these,  in  turn,  were  used  in  liturgical  drama.  When  the 
Church  drama  became  secular,  the  traditional  use  of  symbolic 
colors  was  carried  over,  by  way  of  mysteries,  moralities,  and  miracle 
plays,  to  dramatic  costuming  in  Tudor  times. 

So  it  comes  about  that  the  color  of  an  actor's  costume  might  be 
chosen  for  more  than  visual  effect;  it  might  symbolize  the  wearer's 
emotional  mood  or  allegiance.  The  languishing  and  lovelorn  in 
willow  green,  the  mighty  and  powerful  in  blood-red,  the  deranged 
in  parti-color  were  all  part  of  dramatic  device,  and  when  it  came  to 
opposing  factions — Yorkists  and  Lancastrians,  Montagues  and 
Capulets,  English  and  French — the  use  of  two  distinctly  different 
colors  in  the  costumes  of  retainers  and  soldiers  must  have  been 
highly  effective  and,  from  the  audience's  point  of  view,  useful  for 
the  purpose  of  distinguishing  the  members  of  each  faction.  In  recent 
times  this  usefulness  was  most  startlingly  brought  to  our  notice  in 
Richard  Whorfe's  production  of  Richard  III^  where  the  difficulty  of 
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identifying  the  personnel  of  the  opposing  factions  was  completely 
surmounted  by  the  simple  device  of  dressing  all  the  people  on  one 
side  in  black  and  white  and  those  on  the  other  in  scarlet.^ 

On  pages  157-160,  tables  will  be  found  to  serve  as  a  quick  and 
simple  guide  to  these  various  aspects  of  color.  Following  these  tables, 
a  list  of  color  combinations  taken  from  Elizabethan  portraits  and 
from  diaries  and  household  accounts  of  the  time  provides  some  idea 
of  the  beauty  and  complexity  of  color  schemes  affected  by  both  men 
and  women  of  the  period,  and  may  be  of  value  to  the  modern  pro- 
ducer when  he  comes  to  consider  costumes  and  draperies  in  a 
Shakespearean  production.  Fabric  combinations  also  are  listed. 

With  fabrics  purchased  in  colors  appropriate  and  effective  for  the 
characters  who  will  wear  them,  attention  may  now  be  turned  to  the 
basic  articles  of  attire  of  both  men  and  women.  On  pages  1 61-197, 
these  garments  are  discussed  separately  and  in  detail,  both  for  the 
sake  of  the  seamstress  and  in  order  to  assure  the  correct  effect  of 
the  costuming  as  a  whole. 

Finally  we  come  to  trimmings,  and  since  these  embellishments  do 
a  great  deal  to  emphasize  outstanding  characteristics  of  Elizabethan 
costume,  they  are  described  in  detail  on  pages  198-202.  These 
descriptions  should,  if  possible,  be  supplemented  by  a  study  of 
portraits  of  the  period  (or  reproductions  of  them),  in  order  to  get  an 
even  clearer  idea  of  the  endless  variation  that  taste  and  ingeniuty 
supplied  to  these  adornments. 

In  conclusion,  the  person  responsible  for  the  costumes  of  a 
Shakespearean  play  will  want  to  purchase  what  is  appropriate, 
effective,  and  durable.  In  order  that  he  may  do  this  and  yet  remain 
within  the  bounds  of  his  budget,  suggestions  have  been  added,  on 
pages  203-207,  that  will  enable  him  to  keep  the  number  of  garments 
to  a  minimum  without  impairing  the  visual  effectiveness  of  the 
production. 

I.  This  dramatically  effective  device  came  about  through  necessity.  Wishing  to 
present  Richard  III  during  his  service  in  occupied  Germany,  Mr.  Whorf  found  that 
his  only  source  of  costume  supplies  consisted  of  the  thousand  of  yards  of  red,  black,  and 
white  used  formerly  in  the  Nazi  rallies,  and  the  result  was  so  successful  that  he  repro- 
duced the  color  scheme  in  his  professional  American  production. 
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Fabrics 


Cotton 

Buckram 

A  coarse  cotton  cloth 

Jerkins,  hose,  shirts, 
hangings,  linings  for 
garments,  covering  for 
French  farthingale.  A 
starched  kind  was  used 
for  stiffening 

Indian  head  (U.S.  *) 
Casement  cloth  (G.B.  f) 
Buckram  for  stiffening 

Fustian 

Imitation  velours  or 
broadcloth 

Used  in  place  of  woolen 
broadcloth  by  poor 
classes 

Flannelette 

Linen 


Cambric 

As  used  today 

Shirts,  ruffs,  bands, 

Nainsook 

cuffs,  handkerchiefs 

Cambric 

Canvas 

Heavy,  natural-col- 

Household linen,  shirts, 

Muslin  (U.S.) 

ored,  coarsely  woven 

workmen's  aprons, 

Unbleached  calico 

cotton 

stage  costumes  and 
properties.   Jerkins   of 
this   were   painted   to 
represent  mail  in  stage 
productions 

(G.B.) 

Holland 

As  today,  an  oatmeal- 

Shirts 

Holland 

colored  linen 

Crash— when  woven  of 
coarse  linen  thread  and 
cotton  (G.B.) 

Lawn 

As  used  today 

Sleeves,  ruffs,  foreparts, 

Handkerchief  lawn 

gowns,  handkerchiefs. 

(U.S.) 

neckwear;    frequently 

Bishop's  lawn  (G.B.) 

trimmed  with  metal 

and,  later,  linen  lace 

Wool 


Broad- 
cloth 

As  seen  today 

Worn  by  servants  and 
pensioners 

Broadcloth,  velours 
(many  inexpensive  sub- 
stitutes) 

Buffin 

The    same    as    modern 
serge 

Garments  worn  by  mid- 
dle classes  and  trades- 
people 

Serge 

*  U.S.  means  United  States 
t  G.B.  means  Great  Britain 
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Fabrics  (continued) 


Eliza- 
bethan 
name 

Description 

Use 

Modern  facsimile 
or  substitute 

Caddis 

Coarse,  heavy  flannel 

Garments  of  the   very 
poor.  In  strips,  for  gar- 
ters and  girdles 

Flannel,  flannelette 

Chamlet 

Fine,  soft  material 
woven    of    kid's    hair 
and   wool   or   camel's 
hair  and  wool 

Very     expensive     and 
worn    exclusively    by 
noblemen 

Many  substitutes  made 
from  angora  wool,  rab- 
bit's  hair,    and    wool, 
and,  for  heavier  wear, 
camel's  hair  and  wool 

Crewel 

Woolen  yarn 

Used  for  knitting 
netherstocks;  for 
fringes,  garters,  braid, 
and  lace 

Knitting    and    tapestry 
yarns 

Linsey- 
woolsey 

Cloth    made    of    linen 
thread  and  wool 

Used  by  poor  and  mid- 
dle   classes    for    gar- 
ments and  drapery  for 
beds 

Flannelette 

Rayon    with   an    imita- 
tion wool  finish 

Mockado 

Cotton-backed,    imita- 
tion velvet 

Gowns,  farthingale 
covers,    kirtles,    stom- 
achers, breeches, 
jackets.  Sometimes 
guarded  with  real  vel- 
vet,   or    embroidered 
with  gold,  or  trimmed 
with   gold    and   silver 
braid  and  lace 

Velveteen 

Motley 

Variegated  woolen 
cloth 

Vestments,     and     gar- 
ments   of    persons    of 
wealth 

Our   bright    and    light- 
colored  plaids  and 
tweeds  seem  to  be  the 
only  equivalent 

Rash 

Twilled  woolen  fabric 

All   articles   of  outside 
clothing 

Gaberdine* 

Rug 

A  very  heavy  serge  or 
frieze 

Made  into  heavy  robes 
and  worn  for  warmth 
by  astrologers  and 
night  watchmen,  and 
as  nightgowns  for  no- 
bility 

Felt  or  drugget 

*  Our  modern  name  for  this  fabric  may  derive  from  the  Elizabethsm  garment  of 
the  name  that  wa.s  frequently  made  of  rash. 
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Fabrics  (continued) 


Eliza- 
bethan 
name 

Description 

Use 

Modern  facsimile 
or  substitute 

Scarlet 

Very  fine  woolen  broad- 
cloth. A  less  expensive 
kind  was  called  "stam- 
mel."    (See    chart    of 
Colors) 

The  red  kind  was  dyed 
in  the  wool,  was  very 
expensive,  and  used  by 
the  royal  family,  their 
household  servants  and 
retainers,  and  by  civic 
officials 

Very  fine  velours 

Silk 


Baudkin, 
or 
bodkin 

Cloth  of  silver  or  gold 
with  a  woven  silk  pat- 
tern 

Used    for    female    gar- 
ments  by   Court   and 
nobility,    and    as    dis- 
played lining  in  men's 
sleeves,  doublets,  hose, 
and  cloaks 

Theatrical  fabric  manu- 
facturers have  a  great 
variety  of  beautiful 
substitutes  for  this 

Cypress 
(smoky 
lawn?) 

Fine,    transparent  ma- 
terial woven  in  black 
and  in  white 

White  for  partlets,  fore- 
sleeves  and  neckwear; 
black    for     mourning 
headwear  and  scarves, 
also  to  veil  stomachers 

Silk  or  rayon  chififon 

Damask 

Heavy  silk  material, 
woven  with  similar  or 
contrasting    colors    in 
intricate     designs.     It 
was  extremely  expen- 
sive 

Robes,  kirtles,  and 
cloaks  worn  by  royalty, 
nobility,  and  the  very 
wealthy 

There  arc  many  heavy 
damasked  fabrics  sold 
for  upholstery  and  cur- 
tains that  are  very 
beautiful  and  not  too 
expensive  when  we 
take  into  account  their 
extreme  wddth 

Grosgrain 

Heavy  corded  silk 

All  parts  of  attire,  both 
male  and  female 

Poplin 

Plush 

As  today,  a  very  heavy, 
long-pUed  silk  velvet 

Garments  worn  by  the 
wealthy 

There   are  many  inex- 
pensive substitutes 
made    of    rayon    that 
are  used  in  upholstery 
and  for   imitation  fur 
coats 

Sarcenet 

A  soft,  light  material 

Drapery,  hats,  doublets, 
shirts,  and  linings 

Crepe  de  chine  and 
rayon  substitutes 
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Fabrics  (continued) 


Eliza- 
bethan 
name 

Description 

Use 

Modern  facsimile 
or  substitute 

Satin 

Same  as  real-silk  satin 
today 

Worn  by  all  classes  ex- 
cept the  peasantry 

Many  inexpensive  sub- 
stitutes 

Tabine 

Moire,  or  watered  silk, 
sometimes  woven  with 
gold  or  silver  threads 

All  outside  garments  of 
noble     and     wealthy 
classes,  and  sometimes 
even  for  petticoats 

Rayon  watered  silk 

Taffeta 

Same  as  taffeta  (U.S.), 
or   glac6   silk    (G.B.). 
There  were  many 
kinds,  such  as  "tufted" 
and  "changeable" 

Used  for  all  outer  gar- 
ments and  for  women's 
petticoats 

Taffeta  and  changeable 
taffeta  (U.S.);  glace  silk 
and  shot  silk  (G.B.) 

Many  rayon  substitutes. 

It  is  economical  to  buy 
the  very  wide  heavy 
kind  used  for  draperies 

Tissue 

Metal   and   silk,   semi- 
transparent    material. 
The    warp    might    be 
purple,  blue,  rose,  or 
white    silk,    and    the 
metal  weft  threads  of 
gold  or  silver 

Used  for  state  occasions 
and    signified    wealth 
and  luxury.  Seems  to 
have  been  used  wher- 
ever silk  would  be  used 
in    very    ornate    and 
formal   clothing,    and 
for  hangings  for  state 
banquets,     weddings, 
coronations,    etc.     Its 
use  in  the  Court 
masques  was  inevitable 

Many  substitutes  for 
this  can  be  found  in 
theatrical  fabric  shops, 
and  in  upholstery  and 
dry-goods  departments 
of  large  stores 

Velvet 

Same  as  real  silk-backed 
velvet    today.     There 
seem    to    have    been 
variegated    kinds    for 
we     hear    of    "black 
speckled  with  white," 
of  one  color  "figured" 
with  another.  When  it 
was  embroidered  with 
floral   designs,   it   was 
said  to  be  "branched" 

Copes,     robes,     kirtlcs, 
gowns,  panes,  and 
cloaks 

Velvet,  velveteen,  and 
many  rayon  substi- 
tutes 
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Colors 


Eliza- 
bethan 
name 


Descripti 


Symbolism 


Use 


Reds  and  Pinks 


Carnation 

Deep,  dark  red 

Love;    cheerful    living; 
when  combined  with 
white,  desire 

This  color  can  be  seen 
in  doublets,  kirtles,  and 
cloaks  in  contempo- 
rary portraits 

Catherine 
pear 

Russet  red 

Betrayal 

Descriptive  of  the  colors 
of  beards 

Flame 
color 

Vivid  reddish  orange 

Associated  with  gallan- 
try in  love 

Worn  by  lovers 

Horseflesh 

The  red-brown  of  a  bay 
horse 

Gallantry 

Very  popular  for  all 
articles  of  clothing 

Judas  red 

Auburn,  or  bright  rust 
red 

Treachery 

Descriptive  of  the  color 
of  hair  and  beards 

Maiden's 
blush 

Bright  rose 

Gallantry 

Worn  frequently  by  the 
Queen  and  much  af- 
fected by  gallants 

Murrey 

Mulberry;  purplish  red 

Steadfastness  in  love 

Very  popular  with  all 
classes  and  used  fre- 
quently on  the  stage 
and  for  Court  masques 

Peach 
flower 

Deep  coral  pink 

Lost    courage;    dimin- 
ished riches 

Very  popular  with  all 
classes;  used  frequently 
on  the  stage 

Scarlet 

Vivid  yellow-red 

Nobility,  pomp 

See  chart  of  Fabrics, 
P-  155- 

Stammel 

A  bluer  red  than  scar- 
let; the  color  seen  in 
cochineal  and  red  ink 

Pomp,  festivity 

For  formal  occasions 

Purple 


Same  as  today 


Robes  of  state  and  royal 
drapery 


Blue 


Azure 


Lapis-lazuli  blue 


Honor;  wisdom;  when 
combined  with  green, 
excess  of  joy 


Used  in   all   articles   of 
clothing 
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Colors  (continued) 


Eliza- 
bethan 
name 

Description 

Symbolism 

Usi 

Blew,  or 
blue 

Navy  blue 

Servitude 

A  bourgeois  color,  used 
chiefly  by  servants,  ap- 
prentices, pensioners, 
orphans,  beadles  of 
hospitals,  and  wardens 
of  prisons.  A  survival 
can  be  seen  in  the  uni- 
form of  the  bluecoat 
boys  of  Christ's  Hospi- 
tal 

Watchet 

Aquamarine     or    pale 
turquoise 

Deceptive  love 

Worn  by  the  Queen  and 
courtiers,  but  also  by 
courtesans 

Green 


Goose- 
turd 

Yellowish  green 

A  color  of  starch  used 
for  bands,  ruffs,  and 
cuff's 

Popinjay 

Blue-green,  peacock 
blue  (G.B.) 

Used  by  courtesans,  es- 
pecially for  sleeves 

Sea  green 

Bright  turquoise 

Worn  by  all  classes.  Its 
popularity  was  ridi- 
culed in  the  drama  in 
spite  of  the  fact  that 
the  Queen  wore  it. 
There  seems  to  have 
been  a  changeable  taf- 
feta that  shone  green 
and  blue  as  the  light 
caught  warp  or  weft, 
and  this  perhaps  origi- 
nated the  name 

Willow 

Somber  gray-green 

Lost  love;  forsaken 

Often  used  in  combina- 
tion with  bright  colors 

Yellow 


Orange- 
tawny 


Popular  in  all  articles 
of  clothing;  descrip- 
tive of  beards 
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Colors  (continued) 


Eliza- 
bethan 
name 

Description 

Symbolism 

Use 

Primrose 

Delicate  pale  green-yel- 
low 

Youth,  young  love 

Often  used  with  silver 
for  exquisite  male  and 
female  attire 

Straw* 

Bright  yellow 

Abundance 

Mentioned  as  a  color 
for  beards  and  stock- 
ings; worn  in  combina- 
tion with  scarlet  by 
Court  jesters 

Tawney 

Yellowish  tan 

Sadness 

Used  with  black  for 
mourning.  Like  dark 
blue,  it  was  the  color 
of  servitude,  and  used 
for  servants'  liveries, 
but,  unlike  dark  blue, 
it  was  also  worn  by  all 
other  classes 

Whey 

A  thin  bluish  cream 

Described  as  "old  man's 
beard";  a  color  some- 
times used  in  lining 
material 

Brown 


Abraham 

Dark  chocolate  brown 

Descriptive  of  the  color 
of  dark-brown  beards 

Maiden- 
hair 

Bright  tan 

Favorite  color  for  stage 
costume,  especially  for 
women's  garments 

Russet 

Dusky  reddish  brown 

Steadfastness 

Homespun  woolen  gar- 
ments were  dyed  this 
color;  hence  its  associ- 
ation with  rustic  cloth- 
ing.  However,   it   was 
a  color  that  was  also 
used  in  dyeing  some  of 
the  most  expensive 
fabrics 

*  Yellow  is  always  associated  with  Hymen  and  seems  to  have  been  used  in  wedding 
attire,  especially  by  rustic  bridegrooms.  It  was  symbolic  of  both  love  and  jealousy.  To 
suggest  their  love  for  the  Queen,  courtiers  wore  yellow  stockings,  and  Shakespeare  must 
have  been  satirizing  this  in  Twelfth  Night  when  Malvolio  appears  before  his  mistress  in 
them.  A  jealous  husband  was  signified  by  the  wearing  of  yellow  in  some  part  of  his 
attire.  A  combination  of  black  and  yellow  symbolized  constancy  and  sadness. 
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Colors  (continued) 


Eliza- 
bethan 
name 


Description 


Symbolism 


Use 


Gray 


Ash 

Soft  dove  gray 

Velvet  was  frequently 
dyed  this  color.  It 
made  a  beautiful  back- 
ground for  bright-col- 
ored embroidery  and 
trimming 

Rat's  color 

Dull,  dark  gray 

Associated  with  the  gar- 
ments of  the  poor  and 
destitute 

Elizabethan  Color  Combinations 
Used  by  Court  and  Nobility 

White,  gold,  silver,  red,  and  green  (Queen  Elizabeth) 

Black,  white,  gold,  pale  yellow,  rose,  and  gray 

Purple,  gold,  white,  apricot 

Orange,  fawn,  white,  gold 

Black,  gold,  crimson 

Silver,  white,  crimson 

White,  silver,  peach  color 

Silver,  white,  gold,  violet 

Russet,  gold,  silver,  orange 

White,  silver,  primrose 

Maiden's  blush,  gold,  silver 

Orange  and  silver 

Black,  purple,  crimson,  white  (Mary,  Queen  of  Scots) 

Peacock  blue,  white,  black,  gold 

White,  silver,  brown,  and  pale  buff 

Claret  red,  white,  gold 

Crimson,  green,  gold,  black 

White,  straw,  gold 

Coral  pink,  silver,  gray 

Emerald,  black,  white,  silver 

Claret  red,  white,  silver 
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Yellow,  claret,  gold,  and  silver 

Black,  dark  tan,  light  tan,  white,  silver 

Combinations  of  Fabrics 

Satin,  velvet,  taffeta,  and  lawn 

Cloth  of  gold  or  silver,  velvet,  and  cambric 

Grosgrain,  satin,  lace,  lawn 

Women^s  Costume 
Smock 

This  garment  seems  to  have  served  alike  for  shirt  and  nightgown 
and  w^as  similar  to  the  shirt  worn  by  men.  It  was  a  straight  garment 
with  shoulder  seams,  the  back  half  being  a  few  inches  longer  than 
the  front.  Being  about  thirty  or  forty  inches  long,  it  reached  to  a 
little  below  the  knee.  A  slit  from  the  neckline  to  the  middle  of  the 
chest  allowed  for  its  being  pulled  over  the  head.  The  edges  of  this 
slit,  the  collar,  and  the  cuffs  of  the  long  full  sleeve  were  embroidered 
in  colored  silks  or  trimmed  with  "black- work,"  cutwork,  "square- 
work,"  or  lace  of  gold,  silver,  or  linen  thread.  The  collar  of  the 
smock  was  either  soft,  turned  down,  and  invisible  above  the  dress,  or 
was  starched  or  wired  so  that  it  stood  erect  above  the  collarless 
bodice,  or  was  inside  the  standing  collar  of  the  bodice  with  its  ruched 
edge  showing  at  the  top.  Small  at  first,  this  frill  was  later  to  grow  to 
the  ruff. 

Hose 

Women  wore  as  an  equivalent  to  drawers,  or  pants,  hose  shaped 
like  the  outer  garment  of  the  name  worn  by  men.  Mary,  Queen  of 
Scots  wore  "jersey  white  hose  .  .  .  next  her  legs."  There  is  no 
way  of  knowing  how  they  looked,  but  the  high  rounded  curves  of 
the  hips  seen  in  pictures  of  women  wearing  kirtles  unsupported  by 
farthingales  give  a  very  good  idea  of  the  outline  of  these  garments. 
(See  also  Venetians,  page  190.) 

Petticoat 

The  next  garment  in  the  order  of  its  putting  on  is  the  petticoat. 
This  garment  was  attached  either  permanently  or  by  "points"  (see 
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page  201)  to  a  garment  rather  like  a  camisole.  The  petticoat  was 
long  enough  to  fall  to  within  a  few  inches  of  the  ground,  was  about 
two  and  a  half  yards  round  the  hem,  and  was  always  lined.  Those 
used  for  warmth  were  very  heavy.  Frequently  two  or  more  petti- 
coats were  worn,  of  different  materials  and  colors  and  of  different 
lengths. 

When  the  skirt,  or  "half-kirtle,"  was  opened  down  the  front,  the 
top  petticoat  was  exposed  and  became  an  important  part  of  the 
costume  and,  as  such,  was  extremely  decorative.  It  was  frequently 
made  of  velvet,  or  satin,  tissue  or  tufted  taffeta,  and  trimmed  with 
gold  and  silver  lace  or  braid.  Sometimes  it  was  pinked  to  show  the 
contrasting  lining,  or  guarded  {i.e.,  trimmed  with  bands)  with 
velvet  or  exquisite  lace  or  even  with  pearls  or  precious  stones. 
Sometimes,  when  not  visible  in  this  way,  it  hung  below  the  kirtle 
hem  in  scallops  trimmed  with  spangles  or  gold  lace.  (A  beautiful 
example  of  this  can  be  seen  in  the  portrait  of  Anne  Vavasour, 
following  page  190). 

Stays 

The  stiffness  of  appearance  that  was  so  characteristic  of  the 
fashions  of  Elizabethan  women  was  obtained  by  means  of  stays 
(corsets)  under  the  bodices  and  frames  under  the  skirts.  The  stays 
consisted  of  a  tight  linen  bodice  with  slots  into  which  strips  of  wood 
or  whalebone,  called  "busks,"  were  inserted  and  tied  with  laces, 
or  "busk  points."  Sometimes  the  entire  garment  was  of  whalebone, 
leather,  or  even  iron.  An  "iron  bodyes"  is  still  to  be  seen  in  the 
Victoria  and  Albert  Museum  in  London,  as  are  also  a  number  of 
wooden  busks  beautifully  carved.  At  the  Folger  Shakespeare 
Library  in  Washington,  D.G.,  there  may  be  seen  a  corset  that 
possibly  belonged  to  Queen  Elizabeth.^ 

Farthingales 

The  skirt  frames  were  known  as  "farthingales."  These  were  made 
of  rushes,  wood,  wire,  or  whalebone,  and  were  worn  to  extend  the 

2.  A  photograph  of  this  corset  appears  in  the  National  Geographic  Magazine  for  Septem- 
ber, 1 95 1,  p.  423- 


a.Linen  smock  embroidered  in  silk  and  gold  thread.    6. Iron  corset.    c.Linen  body 
with  busks  fastened  with  points. 
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skirt.  There  were  no  less  than  five  types,  if  not  actually  in  fashion,  at 
least  worn,  at  the  same  time.  In  order  of  their  introduction,  they 
were  as  follows: 

Spanish.  There  were  two  types  of  Spanish  farthingale,  the  first 
more  generally  worn  by  the  Court,  the  second  by  the  middle 
classes. 

a.  A  skirt  containing  a  series  of  cane  or  whalebone  hoops 
gradually  increasing  in  circumference  from  waist  to  feet  over  which 
the  dress  was  stretched  so  tightly  that  not  a  wrinkle  or  crease  was 
to  be  seen. 

b.  A  bell-shaped  cage  of  rushes,  wood  slats,  wire,  or  whalebone. 
This  type  caused  a  rounded  swell  just  below  the  waist  and  extended 
the  skirt  suddenly  about  a  foot  above  the  hem.  This  type  does  not 
appear  to  have  been  worn  after  1580. 

French.  This  was  the  most  popular  farthingale  with  all  classes. 
Though  there  were  many  modifications,  there  were  two  types  to 
which  allusion  is  most  frequently  made. 

a.  A  roll,  or  bolster,  stiffened  with  wire  or  stuffed  with  bom- 
bast, tied  round  the  waist.  It  was  full  in  the  back  and  tapered  toward 
the  front,  ending  about  three  inches  on  either  side  of  the  center  of 
the  waist,  the  tying  tapes  only  extending  across  the  front.  When  this 
was  worn,  the  skirt  was  gathered  or  pleated  into  the  waistband  to 
allow  for  the  extra  bulk  and  fell  in  graceful  folds  to  the  floor.  A 
slight  curve-in  at  the  knee  line  is  the  characteristic  feature  of  the 
kirtle  worn  over  this  type  of  farthingale. 

b.  A  roll,  or  bolster,  at  the  back  only,  forming  a  shelflike 
busde,  leaving  the  sides  and  front  of  the  dress  straight.  This  was 
known  as  a  "half,"  "demi-,"  or  "semicircled"  farthingale. 

Italian.  This  type  of  farthingale  was  worn  exclusively  by  the 
Court  and  nobility.  It  consisted  of  a  wood  or  iron  wheel  worn 
round  the  waist  and  extending  from  8  to  48  inches.  Naturally  the 
length  and  breadth  of  the  skirt  had  to  allow  for  this  extension.  The 
abrupt  angle  of  the  hip  line  was  softened  by  a  pleated  frill  or  loops 
of  ribbon.  The  wheel  is  often  shown  tipping  down  in  the  front  and 
rising  at  the  back,  and  sometimes  it  is  not  equal  all  round,  being 
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wider  at  the  sides  or  narrowing  in  the  front.  In  spite  of  being  called 
an  "Italian"  farthingale,  it  is  seen  in  its  most  extravagant  form  in 
Velazquez's  portraits  of  the  ladies  and  children  of  the  Spanish 
Court.  In  order  to  accommodate  the  extensions  of  the  wheel  farthin- 
gale, ladies,  even  the  Queen  herself,  sat  on  piles  of  cushions  on  the 
floor  or  on  joint  stools.  Later,  toward  the  end  of  the  sixteenth 
century,  the  special  "farthingale  chair"  came  into  use  (see  page  60). 

KiRTLE 

This  is  the  name  given  to  the  dress,  which  consisted  of  a  bodice 
and  a  skirt,  or  "half-kirtle."  In  the  portraits  of  the  1540s  this  gar- 
ment is  shown  "closed,"  or  fastened  down  the  front  from  neck  to 
hem,  and  this  type  of  dress  was  usually  worn  with  the  Spanish 
farthingale.  Later,  one  or  two  portraits  show  an  "open  half-kirtle" 
with  a  handsome  petticoat  showing  from  waist  to  hem.  The  kirtle 
was  elaborately  trimmed,  slashed,  guarded,  or  braided,  and  fre- 
quently the  bodice  was  of  different  material  and  color  from  that  of 
the  half-kirtle. 

Forepart  and  Stomacher 

From  1590  to  1600  the  kirtle  is  frequently  shown  opening  all 
down  the  front,  and  there  appear  two  elaborate  accessories:  the 
stomacher,  or  "placard,"  filling  in  the  opening  of  the  bodice,  and 
the  "forepart"  filling  in  the  opening  of  the  half-kirtle.  These  tri- 
angular pieces,  which  seldom  matched  the  kirtle,  were,  of  course, 
detachable  and  allowed  for  variety  by  introducing  different  colored 
notes  to  the  same  basic  garment.  They  were  made  over  foundations 
of  pasteboard,  or,  as  in  the  case  of  the  stomacher,  stifTened  with 
busks,  and  were  usually  of  very  costly  materials  embroidered, 
pinked,  trimmed  with  gold  and  silver  lace,  spangles,  oes,  bands  of 
gold,  silver  braid  placed  straight  or  diagonally,  and  even  precious 
stones  and  pearls.  The  forepart  and  stomacher,  if  both  were  worn, 
did  not  always  match,  and  this  again  allowed  for  further  variety 
in  color  and  texture.  At  one  time  it  seems  to  have  been  fashionable 
to  "veil"  the  stomacher  "with  smoky  lawn"  to  add  subtlety  to  the 


a,  6. Spanish  farthingale,  front  and  side  views.    ^.Petticoat  and  kirtle  over  Spanish 
farthingale.    flf.Italian  wheel  farthingale.    ^.Kirtle  over  Italian  farthingale. 

1 66 


a,  6.Two  types  of  Italian  wheel  farthingale  seen  from  above,  c,  ^/.French  far- 
thingale, front  and  side  views.  ^.French  farthingale  showing  line  taken  by  kirtle. 
/.French  roll  farthingale  showing  increased  size  at  the  back.  ^.Stomacher. 
A. Forepart,  or  placard. 
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a.Wheel  farthingale,  open  kirtle,  forepart,  stomacher,  and  petticoat.  ^.French 
farthingale,  open  kirtle,  and  forepart.  C.French  farthingale,  open  kirtie,  showing 
petticoat. 
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general  effect.  The  subdued  sparkle  of  gorgeous  jewels  and  decora- 
tions seen  through  the  very  fine  black  veiling  must  have  been  very 
beautiful  at  close  range.  Over  the  forepart,  or  especially  over  the 
closed  kirtle,  aprons  were  worn  by  women  of  fashion  from  1 550  to 
1640.  When  worn  with  a  closed  kirtle,  these  were  in  a  way  equiv- 
alent to  the  forepart,  and  again  were  extremely  costly  and  decora- 
tive, usually  being  made  of  exquisite  handmade  lace  or  embroidered 
lawn  or  a  combination  of  both. 

Sleeves 

Variety  seems  to  have  been  the  most  outstanding  quality  of  the 
sleeves  of  the  period,  and,  since  they,  like  the  forepart  and  stom- 
acher, were  often  detachable,  they  could  be  changed  from  day  to 
day. 

So  many  types  of  sleeves  are  seen  in  contemporary  portraits  and 
referred  to  in  contemporary  plays  that  it  will  be  necessary  to  ex- 
amine them  in  detail. 

Down  Sleeve.  A  long,  fairly  full  sleeve  usually  attached  to,  and 
belonging  to,  an  undergarment,  such  as  smock  or  partlet,  the  latter 
being  equivalent  to  the  modern  blouse.  The  down  sleeve  was 
nearly  always  worn  with  side  and  hanging  sleeves. 

Under  sleeve.  A  separate  sleeve  attached  to  the  armhole  of  the 
kirtle  and  worn  under  a  short-sleeved  robe.  As  the  lower  part  was 
frequently  the  only  part  seen,  it  was  known  as  a  "half-sleeve"  or 
"foresleeve."  Sometimes  it  was  actually  a  half  sleeve  covering  only 
elbow  and  forearm  and  drawn  on  like  a  long  glove. 

Trunks  or  Farthingale.,  Sleeve.  A  bulky  sleeve  tapering  toward  the 
wrist  and  having  the  shape  of  a  cannon.  The  top  part  was  extended 
by  means  of  wire,  reed,  or  whalebone;  hence,  the  name  "farthin- 
gale" sleeve.  It  was  usually  padded  and  slashed  or  pinked,  or  both. 
(See  Petruchio's  description  of  such  a  sleeve  at  the  head  of  this 
chapter.)  This  sleeve  was  fashionable  only  until  the  late  80s,  but  a 
modified  form  was  worn  by  country  women  until  1600. 

Side  Sleeve.  A  long  open  sleeve  attached  round  the  armhole  of 
gown  or  robe  and  meeting  in  front  at  the  shoulder  but  falling  open 
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from  there  to  a  line  just  below  the  knee.  Often  it  was  of  the  same 
material  as  the  gown  or  robe,  but  always  it  had  a  lining  of  a  con- 
trasting texture  or  color.  When  it  fell  to  the  floor,  it  was  known  as 
a  "hanging"  or  "pendant"  sleeve. 

Rolls,  or  Wings,  All  separate  sleeves  were  attached  to  the  armhole 
of  kirtle,  gown,  or  robe  by  passing  a  length  of  tape,  braid,  or  ribbon 
through  holes  in  the  sleeves  and  corresponding  holes  in  the  armhole, 
each  piece  of  tape,  etc.,  being  tied  in  a  bow.  These  "points"  were 
hidden  by  "rolls,"  or  "wings,"  which  resembled  rounded  epaulets 
and  were  part  of  the  bodice.  Wings  were  padded  or  stifl'ened, 
slashed  or  banded,  or  adorned  with  bows  or  loops  of  ribbon  and 
frequently  with  jeweled  ornaments. 

Sleeve-hand.  Material  of  the  sleeve  that  extended  beyond  the  hand 
in  the  form  of  a  gathered  frill  or  a  circular  or  pointed  flare. 

Cuf.  A  simple  fold  of  linen  turned  back  over  the  sleeve  or  a  small 
rufl'  at  its  edge.  No  doubt  this  was  originally  the  cufi'  of  the  smock 
pulled  down  to  show  below  the  sleeve  or  turned  back  over  it.  As 
time  went  on,  cuff's  were  separate  attachments  and  became  more 
and  more  elaborate  and  costly. 

Gown 

The  equivalent  of  the  gown  today  is  the  topcoat,  and,  although 
it  was,  early  in  the  sixteenth  century,  as  today,  associated  with  out- 
door wear,  it  later  became  also  a  further  adornment  to  formal  in- 
door attire.  It  was  a  neck-to-hem  garment  worn  over  the  kirde, 
and  there  were  several  distinct  types. 

Dutch  Gown.  Known  also  as  the  "round  gown,"  this  garment  was 
closed  or  partly  closed  down  the  front  and  had  elbow-length  pufl'ed 
sleeves. 

Flanders  Gown.  This  was  rather  like  the  Dutch  gown  but  had  a 
fitted  bodice  and  stand-up  collar. 

Italian  Gown.  The  distinctive  feature  of  this  gown  was  the  two 
bodices,  one  over  the  other,  the  top  one  being  slashed  to  reveal  the 
under  one. 

French  Gown.  This  type  of  gown  had  a  very  full  skirt,  high  wings 


a. Dutch,    or    "round,"    gown,     b,  c. Variants  of  round  gown.     if.Italian  gown. 
^.Flanders  gown. 
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a.French  gown.    ^. French  robe.    c.Loose  gown, 

172 


DETAILS    OF    ELIZABETHAN     COSTUME       1 73 

on  the  shoulders,  and  hanging  sleeves.  It  was  elaborately  trimmed, 
pinked,  slashed,  guarded,  embroidered,  or  decked  with  gold  or 
silver  lace.  This  gown,  when  worn  indoors  for  splendor  of  formal 
attire,  was  referred  to  as  a  robe. 

Nightgown.  This  garment,  which  was  worn  over  the  kirtle  for 
warmth,  had  nothing  in  common  with  its  modern  namesake.  It  was 
worn  equally  indoors  and  out,  in  the  daytime  and  at  night,  and  by 
both  men  and  women.  It  was  an  ankle-length  coat  with  long 
sleeves.  Great  variety  was  seen  in  the  collar,  which  ranged  from  a 
simple  standing  collar  of  fur  to  a  large  one  falling  in  shawl-like 
folds  over  the  shoulders.  A  very  elaborate  type  of  "nightgown," 
made  of  costly  material  and  handsomely  trimmed,  was  worn  for 
very  stately  occasions. 

Loose  Gown.^  This  garment  was  worn  over  the  kirtle  but  without 
the  support  of  a  farthingale.  It  hung,  as  its  name  suggests,  from 
neckline  to  floor  and  completely  hid  the  contours  of  the  figure. 
Sometimes  a  long,  closed  sleeve  was  attached  to  the  armhole  under 
the  high  wings,  but  when  it  was  worn  informally,  the  sleeves  of  the 
smock  or  those  of  the  kirtle  were  used.  Originally  used  for  warmth 
and  informal  wear,  it  later  became  an  outdoor  as  well  as  an  indoor 
garment,  and  was  even  worn  by  ladies  to  Court  functions.  This 
practice  evidently  resulted  from  King  James's  request  that  the 
enormous  farthingales  be  not  worn  at  Court  masques  as  they  cut 
down  the  seating  capacity  at  these  functions.'^  It  says  something 
for  the  popularity  of  the  loose  gown  that  Queen  Elizabeth  had 
nearly  a  hundred  of  them  in  her  wardrobe. 

Cloak  and  Safeguard 

These  two  garments  were  used  exclusively  for  outdoor  wear.  The 
cloak,  or  long  cape,  was  worn  for  warmth  and  for  the  protection  of 
clothes  when  traveling.  The  safeguard  was  a  voluminous  overskirt 

3.  A  beautiful  example  of  a  loose  gown  may  be  seen  at  the  South  Kensington 
Museum  in  London,  and  a  photograph  of  this  garment  will  be  found  in  Linthicum,  M. 
Channing,  Costume  in  the  Elizabethan  Drama,  p.  183. 

4.  Ibid.^  p.  182. 
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worn  on  horseback.  This  latter  garment  was  often  worn  with  a 
short  waist-length  cape. 

Head  and  Neckwear 

Rail.  This  term  is  used  to  describe  {a)  a  square  of  material  folded 
shawl  wise  and  worn  round  neck  and  shoulders;  {b)  a  veil  worn  over 
the  back  of  the  head  and  bowed  with  wire  into  two  arcs  at  the 
shoulderline;  and  {c)  a  cape  of  waist  length  worn  over  the  smock  at 
night. 

Ruffs  and  Collars.  Starting  with  the  ruched  edge  of  the  smock 
showing  above  the  kirtle  collar,  the  ruff  had  a  humble  beginning. 
Its  rival,  the  Medici  collar,  began  in  a  similar  fashion,  the  kirtle 
collar  being  opened  and  turned  back  on  each  side  and  the  smock 
collar  following  the  same  line.  On  a  collarless  kirtle,  a  stand-up 
collar  of  lawn  appeared,  and  this  may  have  been  the  collar  of  the 
smock  or  partlet.  All  three  types  are  seen  in  the  early  part  of  the 
sixteenth  century,  but  are  mentioned  here  since  they  were  retained 
by  country  women  and  the  more  humble  townswomen  and  female 
servants  up  to  and  even  through  the  period  under  consideration. 

It  was  usual  for  ladies  to  display  their  bare  bosoms  until  marriage, 
and  the  great  open  Medici  collar  was  frequently  worn  by  unmarried 
ladies  of  the  Court  and  nobility.  Only  portraits  of  the  period  can 
give  an  adequate  idea  of  the  variety  and  magnificence  of  this  frame, 
which  shows  off  the  beauty  of  the  women  to  such  advantage.  The 
Virgin  Queen  seems  to  have  worn  a  great  number  of  the  various 
forms  of  neckwear,  and  in  an  engraving  of  a  portrait  of  her,  painted 
possibly  about  1 594,  she  is  seen  wearing  a  small  closed  neck  ruff  and 
the  great  arching  rail  together  with  a  magnificent  threefold  Medici 
collar  (see  Frontispiece). 

From  1590  to  1610,  both  open  and  closed  ruffs  became  more  and 
more  elaborate  and  extravagant  and  showed  greater  variety  in 
their  make  and  ornamentation.  The  introduction  of  starch  was 
in  part  responsible  for  the  increased  circumference  and  the  intricate 
"setting"  of  ruffs.  The  rise  of  this  collar  behind  the  head  was 
achieved  with  the  aid  of  a  wire  frame  known  as  a  "rebato,"  or 
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"supportasse"  (see  page  201).  The  more  and  more  extravagant 
trimming  of  gold,  silver,  and  exquisite  handmade  lace  and  em- 
broidery and  the  adornments  of  pearls  were  part  of  the  whole 
trend  towards  fabulous  display. 

The  closed  ruffs  of  every  variety  grew  larger  and  larger  until,  we 
read,  one  woman  had  to  have  a  spoon  2  feet  long  in  order  to  eat 
her  soup.^  By  1610,  a  simple  collar  having  flaring  lapels  and  known 
as  a  "whisk"  came  into  fashion.  At  first  it  was  fastened  at  the  throat 
and  allowed  to  spread  out  on  either  side  beyond  the  shoulder  line; 
later  it  was  brought  down  to  the  center  of  a  very  low-cut  bodice, 
completely  covering  the  shoulders  and  rising  behind  to  cover  the 
back  of  the  neck. 

In  nearly  every  case  the  sleeve-hands  or  cuffs  followed  the 
general  pattern  and  ornamentation  of  the  neckwear — with  the 
closed  ruff  a  border  of  ruching  being  worn,  and  with  the  open 
ruff,  a  deep  turned-back  cuff  with  trimming  similar  to  that  of  the 
ruff. 

Kerchief.  A  veil  covering  the  head,  sides  of  face,  and  neck. 

Chindout,  or  Muffler.  A  square  of  material  worn  over  the  chin.  It 
seems  to  have  been  worn  exclusively  by  women  of  the  lower  classes. 

Scarf.  A  long  narrow  piece  of  silk,  lawn,  cypress,  etc.,  used  by 
women  to  shield  their  faces  from  the  sun.  It  was  often  given  as  a 
favor  to  lovers. 

Wimple.  A  square  or  rectangle  of  linen  folded  over  the  head,  the 
sides  of  the  face,  and  the  neck.  It  was  used  by  women  in  mourning 
and  is  seen  today  in  nuns'  head  covering. 

Tippet.  A  scarf  worn  round  the  neck. 

Hats  and  Head  Coverings.  It  has  already  been  said  that  rapidly 
changing  fashion  was  one  of  the  predominant  characteristics  of 
costume  during  the  time  of  the  first  production  of  Shakespeare's 
plays.  The  most  abrupt  change  in  the  fundamentals  of  attire  oc- 
curred between  1585  and  1590,  and  nowhere  is  this  more  evident 
than  in  the  hairdressing  and  headgear  of  women.  Smooth  hair, 
held  in  place  by  fillets  of  ribbon  and  discreetly  covered  by  hoods, 

5.  Stephenson,  Henry  Thew,  Shakespeare^ s  London,  p.  36. 


a,  5,  f,  c?.Smock  collar  shown  above  the  kirtle  collar.  ^.Partlet  collar,  /,  ^.Kirtle 
collar  opened  to  show  turned-back  smock  collar.  A,  i.Closed  ruffs.  ;,  ^.Open 
ruffs. 
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a,  6. Closed  ruffs.  c.Opcn  threefold  ruff,  i/, Whisk.  ^.Shade  and  open  ruff  com- 
bined. /.Undersleeve,  or  half  sleeve.  ^.Farthingale  sleeve  with  hanging  sleeve. 
A.Side  sleeve,    i, ;,  k,  /.Cuffs. 
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".  *.  ',  </>  «>  /.Variants  of  the  French  hood.    ^.Cap.    A.Beaver  hat. 
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^^R^ 


a. French  hood.    ^.Beaver  hat  worn  over  a  cap.    c. Spanish  cap.    ^.Taffeta  pipkin. 
^.Shade.    /.Cap. 
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coifs,  or  cauls,  covering  the  head  and  sides  of  the  neck,  gave  place, 
in  the  world  of  fashion,  to  frizzed  or  crimped  hair  piled  on  wire 
frames,  the  excessive  use  of  false  hair,  and  the  constant  application 
of  dye  of  all  colors.  Across  the  top  of  this  elaboration,  women  wore, 
in  the  house,  wreaths  of  artificial  flowers,  borders  of  lace,  lawn,  and 
circlets  of  gold  and  silver  set  with  precious  stones.  Strands  of  hair 
tied  with  a  succession  of  satin  bows,  each  one  having  a  jeweled 
ornament  or  brooch  at  its  center,  were  not  uncommon  (see  the 
portrait  of  Anne  Vavasour,  following  page  i  go) . 

The  back  of  the  head  was  often  covered  by  a  small  cap  resem- 
bling a  baby's  bonnet,  embroidered  with  gold  and  silver  thread  or 
colored  silks.  When  the  hair  was  not  built  up,  the  caul  of  medieval 
times  was  still  worn.  It  consisted  of  a  hairnet  made  of  gold  thread 
or  braid  crisscrossed  to  form  a  lattice  mesh,  and  was  frequently 
lined  with  gold  tissue  or  yellow  taff'eta  to  give  the  effect  of  blond 
hair  beneath.  To  these  caps  and  cauls  a  "shade"  or  "shadow" 
(something  like  an  eyeshade  only  turned  down  flat  on  the  forehead 
in  the  middle)  was  added  for  outdoor  wear  to  protect  the  face  from 
the  sun.  These  shades  were  usually  made  of  starched  linen,  lawn, 
or  lace,  but  wired  taffeta,  satin,  or  velvet  were  also  used.  Occasion- 
ally a  wimple  seems  to  have  served  the  same  purpose  as  a  shade, 
and  the  use  of  black  velvet  masks  as  protection  both  from  the  sun 
and  from  undesirable  attentions  of  strangers  was  a  common  occur- 
rence, especially  in  public  places  such  as  the  playhouses. 

The  shade  seems  to  have  gone  out  of  fashion  about  1 590,  when 
women  wore  either  hats  of  beaver,  taffeta,  or  velvet  with  high 
crowns  and  small  brims,  like  the  men,  or  small  Spanish  caps  shaped 
like  a  porringer  or  basin,  with  a  bunch  of  feathers  on  top  or  at  the 
side.  The  taff'eta  pipkin,  often  referred  to,  was  a  large  crown  pleated 
into  a  narrow  brim  which  dipped  down  to  a  point  on  the  forehead. 

Leg  and  Footwear 

Stockings.  Handknit  stockings  in  silk  and  wool  were  worn  early  in 
the  sixteenth  century,  and  in  1566  we  hear  of  Queen  Elizabeth's 
"silkwoman"  being  paid  for  six  pairs  of  black  silk  knitted  stockings. 
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By  1 590  a  knitting  machine  was  being  used,  but  the  price  for  stock- 
ings remained  high,  a  fact  accounted  for  by  the  decorations,  which 
consisted  of  the  interlacing  of  gold  and  silver  thread  and  em- 
broidered clocks,  or  "quirks."  Since  skirts  were  long,  we  have  no 
way  of  knowing  whether  women  wore  dyed  stockings  to  match  or  to 
contrast  with  their  costumes,  but  it  is  certain  that  men  did.  Not 
until  the  ankle-length  skirt  came  in  about  1600  were  the  stockings 
visible.  Woolen  stockings  were  worn  by  the  poor  and  middle 
classes,  and  my  lady  seems  to  have  worn  them  also  for  warmth  when 
traveling  and  as  a  protection  for  the  silk  ones  worn  beneath. 

Garters.  Although  unseen  in  women's  attire  garters  were  lavishly 
ornamented.  They  consisted  of  strips  of  taflfeta,  cypress,  or  lace,  and 
were  edged  with  lace  of  all  kinds,  knitted  strips  of  crewel  being  used 
by  the  less  opulent.  With  the  garter  tied  below  the  knee  the  stocking 
was  turned  in  to  form  a  roll  above  the  knee. 

Boots  and  Shoes.  For  riding  and  outdoor  wear  women  wore  high 
laced  boots  which  came  above  the  calf  and  had  thick  soles  and  a 
low  heel.  They  were  made  of  leather  or  velvet  and  were  topped  with 
fur  or  lace. 

A  heavy  shoe  with  a  cork  sole  that  sloped  from  2  inches  at  the 
heel  to  I  inch  at  the  toe  was  worn  for  walking  in  wet  and  muddy 
weather,  but  later  an  imported  fashion  introduced  the  Venetian 
chopine,  a  stiltlike  overshoe  having  a  cork  base  often  5  to  6  inches 
high.  Its  popularity  seems  to  have  been  brief,  possibly  owing  to  the 
extreme  difficulty  of  walking  in  it. 

Indoors,  the  pump  was  worn  by  men  and  women  alike.  It  was 
usually  made  of  soft  leather  with  a  rounded  or  slightly  pointed  toe 
and  was  without  a  heel.  For  adornment  it  was  slashed  and  pinked 
and  sometimes  had  latchets  tied  with  ribbon  bows  on  the  instep. 
By  1600  it  had  become  a  square-toed,  heeled  shoe  adorned  with 
rosettes  ("raised  roses")  of  beautiful  gold,  silver,  or  thread  lace, 
sometimes  edged  with  pearls.  Pumps,  when  heelless  and  made  of 
silk,  velvet,  or  cloth,  were  known  as  "slippers";  the  term  "pump" 
seems  to  have  applied  only  to  the  heavier  type  made  of  leather  or 
heavily  lined  velvet. 
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The  pantofle,  a  mule,  was  worn  over  pump  or  slipper  for  outdoor 
protection  at  first,  but  later  became  so  ornamental  that  it  was  worn 
over  the  slipper  indoors  for  elaborate  or  formal  attire. 

Three  Contemporary  Descriptions  of  Women's  Costumes 

i^go.  Here  is  a  description  of  a  costume  worn  by  Queen  Eliza- 
beth's woman  Fool.  As  she  was  a  jester,  it  gives  some  idea  of  the 
type  of  garment  associated  with  professional  entertainment. 

...  a  gowne  of  changeable  silk  grograine,  with  a  pair  of  sleeves  and 
stomacher  of  white  satin  fringed  with  gold  lace;  a  petycoat  of  changeable 
tuft-taffeta  with  three  gold  lace  [three  rows  of  gold  braid]  about  the 
bodyes  carnation  satin.® 

It  is  interesting  to  notice  that  here  the  gown  takes  the  place  of  the 
kirtle. 

7599.  While  there  are  many  descriptions  of,  and  allusions  to, 
parts  of  costume  in  Shakespeare's  plays,  there  is  only  one  full 
description  of  a  woman's  dress.  It  occurs  in  Much  Ado  about  Nothing, 
III,  4.  Hero  is  being  dressed  for  her  wedding,  and  her  flattering 
waiting  woman  tells  her  that  her  gown  is  worth  ten  of  the  Duchess 
of  Milan's,  which  was 

"Cloth  o'  gold,  and  cuts,  and  laced  with  silver,  set  with  pearls,  down 
sleeves,  side  sleeves,  and  skirts  round,  underborne  [over  a  farthingale?] 
with  a  bluish  tinsel." 

76/7.  Here  is  the  description  of  a  courtesan  seen  in  the  audience 
at  the  Fortune  theater. 

This  lady's  bodice  was  of  yellow  satin  richly  embroidered,  her  petticoat 
of  gold  tissue  with  stripes,  her  robe  of  red  velvet  with  a  raised  pile,  lined 
with  yellow  muslin  with  broad  stripes  of  pure  gold.  She  wore  an  apron  of 
point  lace  in  various  patterns;  her  head-tire  was  highly  perfumed  and  the 
collar  of  white  satin  beneath  a  delicately-wrought  ruff.' 

6.  Stopes,  (Mrs.)  G.  C,  Shakespeare" s  Environment ^  pp.  273-274. 

7.  This  description  by  Chaplain  Busano  of  the  Venetian  embassy,  who  was  accosted 
by  the  woman,  is  quoted  by  Alfred  Harbage  in  Shakespeare" s  Audience,  p.  100. 
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Merits  Costume 

The  attire  of  Elizabethan  men  was  as  rich,  as  costly,  and  as 
lavishly  embellished  as  that  worn  by  their  womenfolk.  In  fact,  in 
some  instances,  men  may  be  said  to  have  surpassed  women  in 
extravagance  and  eccentricity  when  it  came  to  the  choice  of  ma- 
terial, color,  and  cut  of  their  clothes.  It  is  interesting  to  think  that 
the  pictorial  appeal  of  Shakespearean  productions  lost  nothing  from 
the  fact  that  there  was,  in  every  play,  a  predominately  male  cast. 
As  a  result,  it  will  be  of  the  utmost  importance  for  the  modern  pro- 
ducer to  pay  particular  attention  to  every  characteristic  of  Eliza- 
bethan male  attire. 

Shirt 

The  men's  shirts  did  not  differ  greatly  from  the  women's  smocks 
except  that,  since  they  were  displayed  when  the  doublet  was  re- 
moved, they  were  more  lavishly  embroidered  or  trimmed.^  As  in 
the  case  of  the  woman's  smock,  the  collar  might  show  above  the 
standing  collar  of  the  doublet  or  be  turned  down  over  the  edge  of 
it,  and  it  developed  later  into  ruffs  and  falling  bands  respectively. 

Waistcoat 

Over  the  shirt  a  waist-length  close-fitting  garment  known  as  a 
"waistcoat"  was  sometimes  worn.  It  might  be  with  or  without 
sleeves  and  seems  to  have  been  worn  for  warmth,  being  usually 
padded  or  quilted.  It  might  also  have  served  as  a  foundation  for 
the  doublet  when  it  was  made  of  stiff  material  or  inserted  with 
stays,  and  have  helped  to  maintain  the  creaseless  effect  so  important 
to  a  man  of  fashion. 

Doublet 

The  garment  corresponding  to  the  woman's  bodice  was  cut  to 
fit  closely  to  the  figure.  An  exception  was  the  peasecod-bellied 

8.  Two  remarkable  examples  of  these  garments  can  still  be  seen:  one  an  actual  gar- 
ment of  the  late  sixteenth  century  at  the  Victoria  and  Albert  Museum  in  London,  and 
the  other  a  pictured  representation  in  the  portrait  of  the  actor  Nat  Field,  which  hangs 
in  the  CJollege  of  God's  Gift,  Dulwich,  London. 
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doublet  which  had,  over  the  abdomen,  a  protuberance  shaped  Hke 
a  pea  pod  with  the  curved  end  hanging  over  the  girdle.^ 

Made  of  rich  materials,  the  doublet  was  fastened  from  the  stand- 
ing collar  to  the  waistline  with  buttons,  often  of  beauty  and  value, 
and  trimmed  with  pinking  or  slashing  that  revealed  the  contrasting 
lining;  with  braid;  with  panes  (see  page  1 88)  of  contrasting  material; 
with  lace  of  gold,  silver,  or  thread;  and,  often,  with  combinations  of 
all  these.  The  sleeves  were  separate  and,  so,  changeable,  giving 
variety  in  color,  texture,  and  trimming  to  the  same  doublet.  The 
wings  (see  page  170),  which  started  as  piccadills  to  hide  the  points 
fastening  the  sleeves,  later  became  slashed  rolls  or  stiff,  peaked 
epaulets.  Sewed  to  the  waistline  were  doublet  "skirts"  of  varying 
lengths,  these  sometimes  being  so  short  that  they  hardly  showed 
below  the  girdle.  Frequently  they  were  composed  of  piccadills 
whose  edges  either  met  or  overlapped.  Apart  from  their  decorative 
value  they  served  to  hide  the  points  that  fastened  hose  to  doublet. 
These  points,  when  made  of  satin  ribbon  and  tagged  with  aiguil- 
lettes  might  be  tied  in  bows  round  the  waistline  and  so  become  a 
decoration  in  themselves.  Trimmings  running  obliquely  across 
sleeves  and  on  each  side  of  the  front  fastenings  were  fashionable. 
Panes  over  contrasting  linings  were  also  popular. 

The  sleeves,  except  for  great  variety  in  color,  fabric,  and  trim- 
ming, remained  unchanged  throughout  the  period.  With  only  slight 
padding  they  conformed  to  the  shape  of  the  arm.  The  "cannon" 
sleeve  and  the  full  "bishop"  sleeve  were  out  of  fashion  by  1580. 

Jerkin 

A  garment  worn  over  the  doublet  and  generally  conforming  to  it 
in  cut  was  known  as  a  "jerkin";  the  skirts  of  this  garment  were, 
however,  always  longer  than  those  of  the  doublet,  and  sometimes 
consisted  of  two  or  three  skirts,  one  over  the  other,  of  varying 
lengths.  The  sleeves  were  attached  at  the  armhole  and  showed 
great  variety,  some  of  the  types  being  short  puffs  to  the  elbow; 
hanging  sleeves;  sleeves  worn  over,  and  following  the  line  of,  the 

9.  This  may  still  be  seen  in  the  traditional  costume  of  Punch  in  the  Punch  and  Judy 
Show. 
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doublet  sleeves;  and  "dummy"  sleeves,  straight  or  shaped  pieces  of 
material  hanging  from  the  armhole,  which  could  be  fastened  round 
the  arm  at  wrist  and  elbow  with  loops  and  buttons. 

The  jerkin  was  sometimes  buttoned  all  down  the  front,  but  more 
often  had  only  a  slit  halfway  down  the  chest  to  allow  for  its  being 
pulled  over  the  head.  Slits,  or  open  side  seams  with  buttons  on  one 
side  and  loops  on  the  other,  allowed  further  freedom  in  putting  on  a 
jerkin,  and  the  buttoning  of  these  slits  then  gave  a  closer  and  neater 
fit  to  the  garment.  This  means  of  getting  a  closer  fit,  and  at  the  same 
time  of  adding  a  decorative  note,  was  also  seen  in  the  bodice  of  the 
French  robe  worn  by  women.  Although  the  jerkin  was  doubtless 
originally  worn  for  warmth,  it  would  seem  to  have  been  frequently 
worn  for  show,  since  in  most  portraits  it  appears  unfastened. 

The  name  "jerkin"  also  applied  to  a  strictly  utilitarian  garment 
made  of  leather  which  was  worn  beneath  armor,  or  as  part-uniform 
by  military  officers  (see  page  187)  and  gentlemen-in-waiting. 

The  Court,  or  dress,  jerkin  was  made  of  silk,  velvet,  or  cloth  and 
was  as  lavishly  trimmed  as  the  doublet.  One  Court  jerkin  is  known 
to  have  been  made  of  scented  su^de,  ornately  slashed  and  pinked, 
with  one  short  skirt  over  one  long  one. 

Men  of  the  poorer  classes  wore  sleeveless  leather  or  buff  jerkins 
over  shirt,  or  shirt  and  waistcoat,  in  place  of  a  doublet. 

The  name  "jacket"  seems  to  have  been  used  alternatively  with 
"jerkin"  and  "waistcoat,"  especially  for  the  type  of  garments  worn 
by  servingmen. 

Mandilion 

The  mandilion  was  a  type  of  jerkin  that  resembled  a  tabard  worn 
by  heralds,  being  open  down  both  sides  and  having  dummy  sleeves, 
or  merely  flaps  of  material  to  represent  them.  Its  wear  was  almost 
wholly  confined  to  soldiers  or  military  officers.  It  was  pulled  on 
over  the  head,  and  it  seems  to  have  been  particularly  dashing  to 
wear  it  turned  round  so  that  the  sleeves  hung  down  the  front  and 
back.  10 

10.  The  famous  painting  of  Sir  Philip  Sidney  in  the  National  Portrait  Gallery  in 
London  shows  this  so-called  "coUywestonward"  wearing  of  a  military  mandilion. 


a. Panned  trunk  hose.     ^. Panned  trunk  hose  and  canions.    c.Trunk  hose,  canions, 
and  cross-gartering.     ^.Venetians.     ^.German  slops.     /.Open  hose. 

1 86 


a. Slashed  and  pinked  doublet  with  piccadills.  t.Peasecod-bellied  doublet. 
^.Slashed  suede  doublet  with  piccadills.  rf.Jerkin  with  peasecod  belly  and  hanging 
sleeves.    ^.Velvet  jerkin.    /.Leather  jerkin. 
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Garments  worn  below  the  waist  may  be  divided  into  two  separate 
types:  those  that  reached  from  waist  to  thigh — upperstocks,  or 
hose;  and  those  that  covered  the  leg  from  the  thigh  downward — 
netherstocks,  or  stockings.  A  further  term,  "whole  hose,"  applied 
when  the  upperstocks  and  netherstocks  were  sewed  together. 

Hose,  or  Upperstocks 

It  has  been  said  that  the  doublet  showed  little  variety  in  general 
cut  and  outline,  but  the  constant  and  rapid  change  in  fashion  in  the 
hose  caused  many  varying  styles  to  be  seen  at  the  same  time  in  late 
Elizabethan  and  early  Jacobean  times.  It  will  be  necessary  to  dis- 
cuss these  in  detail. 

Round  Hose,  or  Breeches.  The  most  popular  breeches  of  the  1 590s 
were  the  short,  puffed  or  stuffed  variety  known  as  "round  hose." 
Moored  to  the  doublet  at  the  waistline  by  points,  they  usually 
reached  to  mid-thigh  and  were  either  padded  to  resemble  a  flat 
onion,  or  gradually  swelled  out  toward  the  lower  edge.  Between  a 
close-fitting  base  and  the  lining,  a  padding  of  hair,  raveled  wool,  or 
cotton  bombast  gave  the  required  outline.  Over  the  lining,  which 
was  usually  of  some  rich  and  beautiful  fabric,  came  the  outer  ma- 
terial, which,  slashed  from  top  to  bottom  in  bands,  allowed  the 
underlining  to  be  seen  between.  This  slitting  of  a  garment  into 
strips  from  shoulder  to  wrist  in  the  sleeve  and  from  waistline  to 
thighline  in  the  hose  led  later  to  the  introduction  of  separate  bands 
of  material  in  place  of  the  former  strips.  These  were  known  as 
"panes."  In  the  case  of  the  doublet,  these  panes  overlapped  at  the 
waistline  and  were  spread  apart  by  the  swell  of  the  padding,  reveal- 
ing the  lining  beneath.  The  lining  was  often  displayed  further  by 
being  pulled  out  in  puffs  between  the  panes.  In  the  dress  of  the 
Court  and  nobility,  these  panes  were  highly  ornamental,  being 
slashed  or  pinked,  embroidered  or  guarded,  or  even  edged  with 
goldsmith's  work  or  studded  with  jewels.  A  slight  variant  of  the 
round  hose  was  the  short  trunks,  in  which  the  padding  was  omitted 
and  the  hose  fell  in  soft  overlapping  folds. 

Slops.  Though  the  term  "slops"  was  sometimes  applied  to  the 


/.  k  >  \ 


a.A  mandilion  worn  "collywestonward"  (side  to  front).  ^.Mandilion  with  hang- 
ing sleeves.  c.Mandilion.  ^.Short  French  cloak.  ^.Spanish  coat.  /.Spanish 
cloak.    ^.Dutch  cloak. 
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various  types  of  round  hose,  it  certainly  referred  more  specifically 
to  German  slops,  which  came  into  fashion  in  the  1 590s  and  lasted, 
with  modifications,  until  the  Commonwealth.  In  place  of  padding 
in  these  garments,  a  very  voluminous  lining  was  used,  large,  soft 
puffs  of  which  were  pulled  out  between  widely  spaced  panes.  In 
some  cases  this  lining  was  so  long  that,  although  the  panes  might 
reach  only  to  the  mid-thigh,  the  loose  flopping  puff's  hung  down  to 
and  often  below  the  knee.  A  strange  variant  of  this  was  slops  which 
fitted  skintight  over  the  buttocks  with  the  panes  and  puffs  starting 
below  this  line  and  reaching  to  the  calf  of  the  leg. 

Venetians.  Close-fitting  breeches  reaching  to,  and  fastened  close 
at,  the  knee,  had  been  popular  as  early  as  1 560,  but  the  increasing 
exaggeration  of  all  normal  lines  of  the  figure  had,  by  1 595,  caused 
this  garment  to  be  padded  or  wired  in  such  a  way  that  the  legs 
resembled  a  pair  of  bellows,  being  peg-topped  or  pear-shaped. 
Later,  instead  of  being  stretched  over  padding,  these  breeches  were 
gathered  or  pleated  at  the  waistline  and  fell  in  soft  folds.  (It  is 
possible  that  modified  Venetians  were  worn  by  women  under  their 
petticoats;  if  so,  the  fashion  came  from  Italy.) 

Open  Hose.  An  equivalent  of  these  breeches  is  seen  today  in 
pedal-pushers.  They  consisted  of  long  shorts  reaching  to  below  the 
knee.  They  were  worn  throughout  the  period,  but  mostly  by  the 
middle  classes,  and  by  servitors,  sailors,  and  the  like. 

Galligaskins.  These  were  wide  unpadded  knickers  reaching  to,  and 
fastened  closely  at,  the  knee. 

Canions.  These  stocking-top  extensions  (also  known  as  "canons") 
covered  the  thigh  and  may  or  may  not  have  been  attached  to  the 
hose.  They  seem  to  have  been  made  of  every  kind  of  material  and 
were  frequently  embroidered  or  trimmed. 

Netherstocks,  or  Stockings 

There  seems  to  have  been  little  diff'erence  between  the  stockings 
of  men  and  those  of  women  of  the  Court  and  nobility.  A  much 
longer  stocking,  however,  was  needed  by  men  wearing  round  hose 
when  canions  were  not  worn. 


Sir  Philip  Sidney  (1577).  Ar- 
tist unknown.  (Courtesy  of  the 
National  Portrait  Gallery, 
London.) 


Sir  Walter  Raleigh  (1588).  Ar- 
tist unknown.  (Courtesy  of 
Preston  Davie,  Esq.  Photo- 
graph: Museum  of  Fine  Arts, 
Boston.) 


Lady  Anne  Vavasour  {c.  1600- 1605).  Artist  unknown.  (Courtesy  of  Francis 
Howard,  Esq.  Photograph:  Victoria  and  Albert  Museum,  London.) 


Supposed  portrait  of  Queen  Elizabeth.  Artist  unknown.  (Courtesy  of  the  Metro- 
politan Museum  of  Art,  New  York.) 
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A  thick  knitted  legging  was  worn  over  the  stockings  for  protection 
by  horsemen,  or  at  any  time  when  a  high  boot  was  worn.  The  term 
"hose"  as  appHed  to  stockings  may  have  started  with  these  footless 
stockings,  which  were  known  as  "boot  hose." 


Garters 

The  garters  worn  by  men  were,  since  they  were  often  visible, 
more  ornate  than  those  worn  by  women.  When  canions  were  worn, 
invisible  garters  attached  to  them  seem  to  have  been  merely  a 
leather  strap  and  buckle.  When  open  hose  were  worn,  the  actual 
band  of  the  garter  was  invisible,  but  the  ends  hung  below  the 
breeches  and  were  fringed,  embroidered,  or  edged  with  gold, 
silver,  or  thread  lace.  There  was  a  time,  early  in  the  period,  when 
tights  were  attached  by  points  to  a  girdle  or  sewed  to  the  hose. 

Footwear  ^ 

For  light  footwear,  men  wore  pumps,  slippers,  and  pantofles; 
for  sports,  traveling,  and  soldiering,  a  great  variety  of  splendid  and 
ornate  high  boots  or  top  boots.  The  soft  slipper  made  of  cheverel 
leather  was  often  pinked,  slashed,  or  jagged,  and  showed  a  con- 
trasting lining. 

Outer  Garments 

To  the  garments  already  considered  must  now  be  added  those 
that  were  worn  over  all  this  finery  for  the  purposes  of  warmth  and 
yet  further  show.  Of  the  types  in  common  use  we  shall  consider  only 
those  that  are  likely  to  be  used  in  the  plays — three  of  them  short 
and  two  of  them  long.  (See  also  Nightgown,  page  173.) 

Dutch  Cloak.  The  so-called  "Dutch  cloak"  was  really  a  waist- 
length  coat  worn  until  1620.  It  was  usually  guarded  and  had  sleeves, 
but  the  arms  were  never  inserted  in  these,  and,  draped  carelessly 
over  the  shoulders,  it  was  worn  by  men  and  women  alike. 
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Cassock.  By  1 590  this  type  of  short  coat  was  worn  only  by  working 
classes  of  town  and  country.  It  consisted  of  a  loose-sleeved,  thigh- 
length  garment  fastened  or  girdled  at  the  waist. 

Coat.  Worn  in  place  of  a  cloak,  the  coat  was  a  closed,  waist- 
length  garment  with  down  or  side  sleeves. 

Gaberdine.  This  was  a  long  closed  garment  that  fitted  the  upper 
part  of  the  body  but  had  fairly  full  skirts  below  the  waist.  It  was 
belted  at  the  waist  and  usually  had  side  sleeves.  It  seems  to  have 
been  worn  by  all  classes,  but  is  most  usually  associated  with  the 
merchants. 

Cloak.  Up  to  1 594  a  short  cape  had  been  fashionable,  but  the  long 
circular  French  cloak  took  its  place  and  remained  in  fashion  up  to 
Carolinian  times.  Cloaks,  worn  by  both  men  and  women,  were,  like 
the  rest  of  the  attire  of  Court  and  nobility,  extremely  beautiful  and 
costly,  and,  in  the  case  of  the  men,  worn  in  many  graceful  or  fan- 
tastic ways:  over  one  shoulder  and  under  the  opposite  arm,  the 
surplus  length  being  draped  over  forearm  or  tucked  into  the  girdle; 
suspended  from  the  back  of  the  neck  with  one  end  brought  forward 
under  the  arm  and  flung  over  the  opposite  shoulder,  etc. 

Robe 

These  magnificent  garments  were  often  of  an  official,  ecclesi- 
astical, or  professional  character,  and  thus  were  most  frequently 
worn  by  men  of  middle  age  or  advanced  years.  Made  of  sumptuous 
velvets,  satins,  silks,  and  broadcloth,  they  were  guarded  with  con- 
trasting material,  banded  with  gold  or  silver  braid,  and  often  lined 
with  rare  and  expensive  fur.  They  were  sometimes  worn  open  to 
display  the  costume  underneath,  but  there  seem  to  be  an  equal 
number  of  portraits  showing  them  closed  and,  in  some  rare  in- 
stances, caught  at  the  waist  by  a  girdle.  Such  robes  are  to  be  seen 
today  in  the  Lord  Mayor's  robe,  the  judge's  scarlet  and  ermine 
robe,  the  cardinal's  robe,  the  many  robes  of  academic  and  profes- 
sional institutions,  and  the  robes  worn  by  kings  and  courtiers  on 
state  occasions. 


fl.Gaberdine.     A. Open  robe.    c.Opcn  fur-lined  robe.    ^.Closed  robe. 
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Neckwear 

The  neckwear  of  men  was  as  varied  as  fashion  or  whim  could 
suggest.  However,  among  elderly  men,  as  in  the  case  of  the  robe, 
a  conservative  clinging  to  the  fashions  of  an  earlier  day  persisted. 
The  upstanding  collar  of  the  doublet,  which  had  originally  been 
topped  by  the  pulled-up  collar  of  the  shirt,  now  had  an  edge  of 
stiffened  piccadills  round  the  neck,  and,  supported  by  this  edge, 
a  ruff  band  was  worn.  It  varied  from  a  small  ruching  to  a  6-inch- 
deep  ruff.  This  came  into  fashion  about  1570  and  was  worn  con- 
sistently by  some  men  until  1620.  At  the  same  time  another  type  was 
worn  that  evolved  from  the  turned-down  shirt  collar.  It  was  known 
as  the  "falling  band,"  and  consisted  of  an  open  collar  sewn  into 
the  top  of  the  upstanding  doublet  collar  and  falling  to  the  collar- 
bone. These  two  types  of  neckwear  in  their  simplest  forms  were 
contemporaries  for  about  the  same  span  of  time. 

All  the  whims  of  fashion  in  neckwear  that  came  and  went  were 
variations  of  these  two  basic  styles.  The  ruff  band,  starched  and 
set  in  double  S  lines,  was  known  as  the  "organ-pipe  ruff"  and  was 
fastened  in  front  with  band  strings  or  was  left  open  with  the  strings 
hanging  down.  Unstarched  and  allowed  to  fall  in  unstudied  folds, 
it  was  known  as  the  "ruff  h  la  confusion.^^  About  1 590,  it  grew  to  huge 
dimensions  and  had  to  be  starched  and  supported  by  a  stiff  frame, 
making  the  wearer's  head  appear  to  be  resting  on  a  large  plate. 
The  falling  bands  became  more  and  more  elaborate,  being  em- 
broidered with  colored  silk,  spangles,  and  oes,  adorned  with 
cutwork  or  black-work,  and  edged  with  gold,  silver,  or  thread  lace. 
In  some  portraits  as  many  as  four  falling  bands  are  seen,  worn  one 
over  the  other,  all  graduating  in  size  so  that  four  differently  trimmed 
edges  are  visible.  A  blending  of  the  two  styles  is  seen  in  the  French 
fall,  consisting  of  a  ruff  which,  instead  of  standing  out  at  right 
angles,  fell  down  all  round  the  supporting  doublet  collar.  It  is  seen 
in  various  forms — with  merely  flattened  sets  so  that  the  throat  is 
seen;  hanging  down  to  the  middle  of  the  chest  in  front  and  short 
behind;  or  hanging  at  an  equal  length  all  round  and  edged  with 
point  lace.  All  ruffs,  of  whatsoever  type,  had  either  double,  treble, 
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or  even  quadruple  layers  of  material,  and  the  starching  and  setting 
of  these  allowed  for  great  variety.  In  1610,  the  whisk,  a  wide-open 
falling  band,  very  stiffly  starched  and  edged  with  costly  lace,  came 
into  fashion  and  continued  to  be  popular  for  over  twenty  years. 

As  in  the  case  of  women's  bands,  men's  cuffs  followed  the  general 
line  and  ornamentation  of  the  neckwear,  being  small  ruffs  or 
ruching  when  a  ruff  band  was  worn,  and  turned-back  cuffs  when  a 
falling  band  was  worn. 

Scarf 

The  silk  scarf,  worn  diagonally  across  the  chest  and  knotted 
at  the  waistline,  was  part  of  military  officers'  insignia  and  appears 
in  many  portraits  of  military  men  of  the  period. 

Headvvear 

Variety  again  is  the  outstanding  feature  of  men's  headwear 
during  this  period.  Medieval  flat  caps  were  still  worn  by  appren- 
tices, and  the  three-cornered  cap  was  worn  by  city  merchants  and 
by  some  members  of  the  professions.  A  round  close-fitting  cap  with 
the  brim  turned  up  flat  against  the  head  all  round  was  known  as  a 
"nightcap,"  but,  although  it  was  worn  in  bed,  it  was  also  street 
wear  for  aged  men  and  invalids.  The  Monmouth  cap  was  a  round 
brimless  cap  with  a  high  tapering  crown,  worn  by  sailors  and 
soldiers. 

A  high  conical  hat  known  as  a  "copatain"  seems  to  have  been  of 
Eastern  origin.  It  was  sensational  and  attractive  enough  to  be 
popular  with  courtiers  and  to  figure  as  a  decorative  headdress  in 
the  Court  masques. 

Beaver  hats,  of  every  size  and  shape,  were  worn  only  by  the 
extremely  wealthy,  but  a  substitute  made  of  rabbit  fur  was  common. 
Felt,  velvet,  satin,  and  taffeta  were  popular  materials  for  all  kinds 
of  hats.  Trimming  consisted  of  plumes,  gold  lace,  and  braid,  with 
gold  chains  or  cables  round  the  base  of  the  crowns  and  jeweled 
ornaments,  brooches,  buttons,  and  medals  adorning  the  brims. 


a,  b.¥lat  caps,     c,  c?.Monmouths.     ^.Nightcap.    /,  ^.Copatains.     h,  iSch  hats. 
7,  A;. Velvet  hats. 
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a,  c,  e,  /i.Felt  hats.    6,  d,  f,  ^.Beaver  hats. 


igS  COSTUME 

Trimmings  &  Accessories 
Buttons 

Apart  from  their  use  for  fastening  garments,  buttons  were  used 
as  trimming  on  almost  all  clothing,  including  hats.  They  ranged 
from  simple  bone  or  horn  to  gold  studded  with  precious  stones  and 
were  of  countless  sizes  and  shapes. 

Codpiece 

There  are  allusions  in  the  plays  to  one  article  of  strictly  male 
attire.  This  is  the  appendage  called  a  "codpiece,"  which  was 
fastened  by  points  in  the  front  of  the  hose.  It  consisted  of  a  padded 
cushion  adorned  with  ribbon  or  slashed  to  show  contrasting  lining, 
and,  though  it  was  frequently  for  show,  it  seems  to  have  had  a  bag 
behind  this  showy  exterior  which  could  serve  as  a  pocket  or  purse. 
In  spite  of  reference  to  it  in  Shakespeare's  plays,  it  seems  to  have 
gone  out  of  fashion  by  1590.  The  Scottish  sporran  is  perhaps  a 
modified  survival  of  the  codpiece. 

In  stating  that  this  one  accessory  was  worn  exclusively  by  men, 
we  underline  the  fact  that  all  other  adornments,  with  the  possible 
exception  of  the  fan,  were  worn  equally  by  both  sexes.  In  an  age  of 
men  of  virility  and  action,  this  is,  at  first,  a  quite  astonishing 
revelation,  until  we  remember  that  contrast  between  refinement  of 
thought  and  violence  of  action,  between  fastidiousness  of  personal 
adornment  and  grossness  of  manners,  characterized  many  men  of 
the  period,  and  that  it  was  in  no  way  detrimental  for  heroes  of  war 
and  adventure  to  appear  in  fripperies  and  gewgaws  that  are  con- 
sidered today  exclusively  as  part  of  female  attire. 

Fans 

The  most  popular  type  of  fan  used  by  ladies  of  the  Court  con- 
sisted of  tufts  of  graduated  ostrich  plumes  set  in  gold  and  jeweled 
handles,  sometimes  having  a  miniature  in  the  center  and  sometimes 
a  small  mirror.  However,  the  open-and-shut  oriental  type  was  also 
popular,  as  is  testified  by  its  appearance  in  many  portraits  of  the 
period. 
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Furs 

Many  kinds  of  fur  were  used  to  border  gowns  at  hem  and  sleeve, 
and  many  gowns  worn  in  cold  weather  were  fur-lined  throughout. 
Martin,  miniver,  and  sable  were  worn  by  the  wealthy,  and  even  the 
city  merchants,  as  we  can  see  in  the  Holbein  portraits,  wore  collars 
and  deep  cuffs  of  fur  as  far  back  as  the  time  of  Henry  VHI.  A  fur 
neckpiece,  finished  with  head  and  paws  set  with  gold  and  jewels, 
was  very  fashionable  for  women.  Ermine  seems  to  have  been  worn 
exclusively  by  nobility  and  royalty. 

Girdle 

Apart  from  necklaces,  pendants,  miniatures  in  beautiful  and 
costly  settings,  brooches,  rings,  earrings,  and  chains,  another 
important  article  of  jewelry  was  the  girdle.  Those  worn  by  ladies 
encircled  the  waist,  but  had  suspended  chains  of  varying  lengths 
to  which  were  attached  mirrors,  fans,  purses,  pomanders,  and  even 
muffs.  Portraits  of  royalty  show  girdles  of  goldsmith's  work  set  with 
many  kinds  of  precious  stones  and  having  extensions  down  to  the 
hem  of  the  kirtle,  from  which  are  suspended  magnificent  pendants. 
A  simple  ribbon  girdle,  to  which  the  fan  alone  was  attached,  was 
frequently  used. 

Men  wore  buckled  leather  girdles  over  doublet  or  jerkin  for 
sports  or  with  armor,  but  for  dress  or  state  occasions  they  wore 
girdles  of  gold,  silver,  embroidered  leather,  silk,  or  velvet,  set  with 
precious  stones  or  pearls.  At  one  side  and  well  toward  the  back  was 
the  hanger  consisting  of  one  or  two  straps  hooked  to  the  girdle  and 
ending  in  a  plate  or  pad  to  which  was  buckled  the  scabbard  of 
sword  or  dagger,  or  both.  Sometimes  the  plate  was  hooked  directly 
to  the  girdle  without  intervening  straps.  Sometimes  the  straps  were 
passed  through  the  panes. 

Gloves 

For  dress  occasions,  gloves  were  made  of  soft  cheverel  leather, 
heavily  scented.  The  deep  gauntlet  cuffs  were  embroidered  in 
colored  silks,  seed  pearls,  oes,  or  precious  stones,  and  edged  with 
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linked  bands  of  gold  or  silver  braid,  or  lace-edged  and  trimmed 
with  spangles  or  pearls.  The  two  outer  edges  of  these  cuffs  had 
extensions  of  ribbon  loops. 

Guards 

These  were  bands  of  material  laid  on  or  edging  garments.  They 
were  usually  of  a  color  and  material  that  contrasted  with  that  of  the 
garment  itself.  Guarded  clothes  were  not  worn  by  the  fashionable 
after  the  first  half  of  the  sixteenth  century,  but  were  still  seen  on  the 
middle-class  provincials,  footmen,  and  stewards.  As  part  of  the 
trimming  of  official  and  professional  robes,  guards  have  never  gone 
out  of  fashion. 

Handkerchiefs 

Used  solely  for  adornment,  the  handkerchief  was  made  of  lawn, 
silk,  and  even  velvet,  edged  with  gold,  silver,  or  thread  lace,  and 
sometimes  embroidered  in  colored  silk  in  strange  and  beautiful 
pictorial  designs.  The  equivalent  of  the  modern  handkerchief  was 
the  humble  "muckinder." 

Muffs 

The  flat,  pillow-shaped  muffs  in  sable,  martin,  and  other  rare 
and  expensive  furs  were  used  almost  exclusively  by  royalty,  but 
those  made  of  felt,  velvet,  or  satin,  and  padded  for  warmth  were 
fairly  common.  Muffs  for  show,  made  of  tissue,  silk  embroidered 
with  pearls  and  trimmings  of  all  kinds,  were  used  by  the  lords  and 
fops  of  the  Court  of  James  I. 

Oes 

Usually  the  term  "oes"  referred  to  metal  eyelet  holes  sewed  in 
designs  or  at  regular  intervals  all  over  the  material  of  a  garment. 
The  name  also  applied  to  small  gold  or  silver  sequins. 

PiCCADILLS 

The  borders  of  scallops  or  tabs  known  as  "piccadills"  were 
sewed  round  the  armholes  of  doublets,  at  the  edges  of  sleeves,  the 


DETAILS    OF    ELIZABETHAN    COSTUME      201 

neckline  of  doublets,  and  the  waistline  of  bodice.  Elongated  picca- 
dills  often  formed  the  skirts  of  doublets.  The  name  also  applied  to 
the  stiffened  tabs  or  wire  frames  round  the  neck  of  the  doublet  that 
served  to  support  the  French  fall  and  the  closed  ruff. 

Points 

Thongs  of  leather,  linen,  silk  braid,  tape,  or  ribbon,  known  as 
"points,"  were  used  to  fasten  garments  together.  Holes  set  in  pairs, 
in  the  two  garments  to  be  connected,  were  placed  over  each  other 
and  the  points  threaded  through  and  tied  in  a  bow.  The  tags  were 
of  metal,  either  simple  and  inexpensive  or  of  gold  and  precious 
stones.  These  latter  were  visible  and  used  for  ornamentation  and 
were  known  as  "aiguillettes."  The  only  survival  of  this  type  of 
fastening  is  the  staylace  and  the  shoelace. 

Pomander 

The  pomander  was  a  ball  compounded  of  aromatic  herbs, 
essences,  and  oils,  which,  placed  in  an  openwork  golden  case,  was 
suspended  from  a  chain  round  the  neck  or  from  the  girdle  round  the 
waist.  It  not  only  imparted  fragrance  to  the  wearer,  but  was 
inhaled  to  counteract  bad  odors. 

Purses 

In  a  pocketless  age,  the  purse  was  indispensable.  It  consisted  of  a 
small  bag  with  a  drawstring  at  the  top  and  was  made  of  the  same 
soft  leather  as  the  gloves  or  of  embroidered  velvet,  silk,  or  cloth. 

Raised  Roses 

The  rosettes  of  beautiful  lace,  sometimes  edged  with  pearls,  that 
adorned  the  toe  or  straps  of  shoes  were  known  as  "raised  roses" — 
an  adornment,  Hamlet  reminds  us,  much  affected  by  the  players. 

Rebato 

The  linen-  or  silk-covered  wire  frame  known  as  a  "rebato,"  or 
sometimes  as  a  "supportasse,"  rose  at  the  back  of  the  neck  and 
supported  the  high  open  ruff,  or  Medici  collar,  worn  by  women. 
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Slashing 

As  the  name  implies,  slashing  consisted  of  cuts  in  material  to  show 
the  lining  of  a  garment.  Small  round  punctures  were  referred  to  as 
"pinking,"  long  slits  as  "slashing"  or  "scissoring,"  or,  when  the 
edges  of  the  slits  were  like  a  saw,  as  "jagging."  To  prevent  raveling, 
the  longer  cuts  were  made  on  the  bias,  and  it  was  not  uncommon  for 
a  garment  to  have  thousands  of  these  slits.  It  says  much  for  the  close 
weaving  and  durability  of  fabrics  that  such  garments  have  survived 
in  excellent  condition  down  to  today. 


CHAPTER      3 
Costume  in  Modern  Shakespearean  Production 


PoLONius.  "Costly  thy  habit  as  thy  purse  can  buy, 

But  not  express'd  in  fancy;  rich,  not  gaudy." 

Hamlet,  I,  3 


THE  PRODUCER  of  a  Shakespearean  play  can,  with 
the  foregoing  information  for  reference,  proceed  with  assur- 
ance to  the  choice  of  fabrics,  colors,  and  line. 

It  will  be  as  well  to  study  first  the  approximate  date  of  the  first 
performance  of  the  play  under  consideration.  Although  scholars,  in 
many  cases,  disagree  as  to  these  dates,  there  is  usually  a  variation  of 
only  a  few  years — never  enough  to  affect  the  costuming  of  a  play 
appreciably.  Since  few  authorities  place  presentation  of  the  earliest 
plays  at  dates  prior  to  1 590,  it  will  be  safe  to  consider  that  most,  if 
not  all,  of  the  plays  were  first  presented  between  1590  and  161 3. 

Most  of  the  outstanding  changes  in  costume  occurred  between 
1570  and  1590,  and  by  this  latter  date  the  period  of  exaggeration 
had  set  in.  Although  there  was  great  variety  of  fashions  in  the 
clothes  worn  at  any  one  time,  certain  prevailing  trends  made  their 
appearance  in  1 595  and  continued  to  the  end  of  the  century.  On 
the  accession  of  James  I  in  1603,  however,  a  great  change  took 
place,  and  it  is  here  that  care  must  be  taken  in  costuming  the  plays 
that  were  presented  at  and  after  that  date.  The  Jacobean  fashions, 
though  showing  the  same  basic  garments,  vary  considerably  in  line 
from  Elizabethan  fashions,  and  it  is  probable  that  stage  costuming 
underwent  a  complete  revolution  as  a  result  of  the  designs  made  and 
used  by  Inigo  Jones  for  the  Court  masques. 

Exaggerations  of  fashion  that  were  both  grotesque  and  uncom- 
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fortable,  such  as  the  peasecod  doublet,  the  huge  wheel  farthingale, 
and  the  enormous  starched  ruffs,  should  be  modified  to  suit  the 
comfort  and  dignity  of  the  actor,  and  to  prevent  undue  accent  on 
costume,  which  is,  after  all,  only  an  adjunct  to  the  play.  To  risk 
lines — possibly  whole  scenes — being  "lost"  because  the  audience  is 
gaping  with  astonishment  at  unusual  spectacles  of  any  kind  is  poor 
stagecraft.  The  exception  to  this  is,  of  course,  the  costuming  of  the 
clowns,  whose  exaggerated  and  eccentric  garments  are  legitimate 
comedy  props.  In  some  cases  this  not  only  prepares  the  audience  for 
the  farcical  note  that  the  clown  introduces  but  actually  underlies  the 
plot.  For  instance,  Launcelot  Gobbo  in  The  Merchant  of  Venice 
appears  as  the  "Jew's  man"  in  patched  and  threadbare  clothes  and 
explains,  as  one  of  his  reasons  for  leaving  Shylock  to  join  the  service 
of  Bassanio,  that  the  latter  gives  "rare  new  liveries."  Bassanio,  on 
taking  him  into  his  service,  gives  orders  that  his  livery  is  to  be  "more 
guarded" — that  is,  more  trimmed  with  guards — "than  his  fellows." 
All  this  can  lead  up  to  the  re-entrance  of  Launcelot  dressed  for  the 
trip  to  Belmont,  and  here  the  exaggerations  of  ruff,  hat,  sleeves,  etc., 
which  we  can  imagine  he  would  add  to  his  livery,  can  point  up 
comic  dismay  on  the  part  of  Bassanio  and  helpless  laughter,  when  he 
first  appears,  on  the  part  of  Gratiano  and  Lorenzo.  Bassanio, 
wishing  to  appear  with  all  splendor  and  dignity  as  a  suitor  for  the 
hand  of  the  Lady  of  Belmont,  has  already  had  to  subdue  the  loud 
jocularity  of  Gratiano,  whom  he  reluctantly  allows  to  accompany 
him  to  Belmont,  and  Launcelot  with  his  mountebank  parody  of 
fashion  is  the  last  straw. 

The  wooden  or  metal  stays,  the  multiplicity  of  garments,  and  the 
heavy  padding  and  stuffing  of  bodice  and  hose  must,  of  necessity, 
be  modified  unless  we  are  seriously  to  hamper  the  actor's  move- 
ments and  subject  him  to  acute  discomfort.  The  braced  appearance, 
however,  is  essential  and  must  be  maintained,  but  this  can  be  done  by 
using  whalebone  or  plastic  corset  busks  inserted,  at  widely  spaced 
intervals,  into  the  linings  of  body  garments,  and  these  linings,  in 
turn,  can  be  widely  laced  to  give  smoothness  of  fit  while  allowing 
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for  ventilation.  Multiplicity  of  garments  can  be  suggested  by  attach- 
ing different-colored  strips  of  varying  fabrics,  one  below  the  other, 
to  the  sleeves  and  hems  of  closed  gowns  and  kirtles.  Padding  should 
be  of  the  lightest,  the  best  for  hose  and  French  farthingales  being 
bran.  In  many  cases  it  will  be  found  that  tissue  paper  can  be  used, 
in  the  upper  part  of  the  cannon  sleeve,  or  to  fill  out  high,  soft- 
crowned  hats,  for  instance. 

Ruffs,  though  they  can  be  shallower  than  those  actually  worn  in 
Elizabethan  times,  must  be  crisp,  and  should  be  worn  at  rehearsal 
to  enable  the  actors  to  get  used  to  them.  If  they  prove  a  handicap 
to  free  and  vigorous  movement,  falling  bands  for  the  men  and  open 
ruffs  for  the  women  can  be  used. 

Assembling  a  permanent  wardrobe  for  a  Shakespearean  repertory 
company  is  a  far  less  expensive  undertaking  than  it  at  first  appears 
to  be.  Since  sleeves,  panes,  foreparts,  and  stomachers  are  detachable, 
many  changes  in  appearance  can  be  given  to  the  same  basic 
garments. 

Neutral  colors,  such  as  gray  or  tawny,  or  even  black  or  white,  for 
doublets  and  kirtles,  will  allow  for  the  use  of  bright  colors  in  the 
parts  mentioned  above.  Changes  in  these  accessories,  when  they  are 
of  conspicuous  colors,  will  give  an  effect  of  an  entire  change  of 
costume.  The  basic  hose,  on  the  other  hand,  should  be  of  some  light 
or  bright  color  in  order  to  suggest  that  the  puffs  showing  between 
the  panes  are,  as  they  originally  were,  the  lining  of  the  hose.  The 
sets  of  panes  should  be  sewed  to  elastic  waist-  and  leg  bands  so  that 
they  can  be  pulled  up  over  the  basic  hose  and  so  expedite  changes. 

Cloaks  can  be  reversible,  one  side  being  of  a  light  bright  color  and 
lustrous  surface,  such  as  primrose  or  watchet  (pale  blue)  satin,  and 
the  other  side  of  a  dark,  rich  color  with  a  dull  surface,  such  as 
murrey  (mulberry)  velvet  or  cloth. 

Further  touches  of  color  can  be  added,  for  the  sake  of  variety,  by 
way  of  such  accessories  as  fans,  muffs,  handkerchiefs,  hat,  head- 
dresses, and  the  trimming  of  gloves  and  shoes.  The  introduction  of 
colored  starch  in  the  second  half  of  the  sixteenth  century  led  to  the 
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wearing  of  red,  blue,  purple,  green,  and  yellow  ruffs,  and  it  would 
be  correct  to  use  cuffs  and  ruffs  to  add  a  further  color  note  to  cos- 
tumes. There  is  no  doubt,  however,  that  white  bands  make  for 
freshness  and  even  brilliance  of  general  appearance  in  Elizabethan 
costume.  Laundering  and  setting  of  bands  is,  of  course,  a  constant 
expense,  and  special  care  must  be  taken  in  their  wear  and  storage. 
A  flat  circular  band  of  tarleton  worn  over  the  top  side  of  the  closed 
ruff  will  prevent  soiling  from  the  make-up  on  chin  and  neck;  this 
is  inexpensive  and  can  be  renewed  every  time  the  ruff  is  worn.  Flat 
boxes  for  open  ruffs  and  cuffs  and  circular  hatboxes  for  closed  ruffs 
will  help  to  keep  them  fresh  and  crisp  for  a  considerable  time,  but  it 
would  be  well  to  have  a  supply  of  the  flat  unstarched  falling  bands 
and  ruffs  a  la  confusion  in  case  of  need. 

Robes,  capes,  cassocks,  and  gaberdines  can  be  made  reversible, 
and  even  the  skirt,  or  half-kirtle — since  it  has  to  be  lined — can,  if 
carefully  made,  be  turned  inside  out  to  serve  as  two  separate 
garments. 

A  few  "nightgowns"  (see  page  1 73)  in  dark  rich  colors  for  the  men 
and  one  or  two  "loose  gowns"  (see  page  173)  in  pale  colors  for  the 
women  are  essentials.  A  white  or  light-colored  loose  gown  will  be 
needed  for  Juliet  in  the  balcony  scene  (Romeo  and  Juliet,  II,  2),  for 
Lady  Macbeth  in  the  sleepwalking  scene  (Macbeth,  V,  i),  for 
Desdemona  in  the  murder  scene  (Othello,  V,  2),  and  for  Queen 
Katharine  in  the  vision  scene  (Henry  VIII,  IV,  2). 

Children  should  be  dressed,  as  they  were  in  the  period,  in  clothes 
that  are,  in  every  detail,  the  same  as  those  of  adults. 

For  the  lower  classes  the  garments  should  be  of  inexpensive 
materials  and  of  subdued  colors,  and  should  have  only  guards  or 
buttons  for  ornament.  French  hoods  in  tarleton,  over  which  may 
be  worn  a  straw  hat,  a  closed  kirtle  of  one  color,  with  reduced  or 
semifarthingale,  and  an  apron,  will  be  appropriate  for  the  women, 
and  a  fustian  cassock  or  gaberdine  with  flat  woolen  cap  for  the  men. 

Armor  usually  presents  the  greatest  difficulty  and  expense — 
difficulty  in  making  and  expense  in  hiring.  There  are,  however,  two 
points  to  keep  in  mind  that  are  of  help.  Owing  to  the  discovery  and 
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use  of  gunpowder,  armor  in  Shakespeare's  time  was  on  the  decline,  ^ 
the  description  of  the  Ghost  in  Hamlet  as  armed  "from  top  to  toe" 
being,  in  fact,  an  historical  touch.  ^  Moreover  there  was  no  uni- 
formity of  military  costume  either  for  officers  or  men.  A  minimum 
of  body  armor,  such  as  gorget  (a  steel  collar  covering  the  throat  and 
upper  chest)  and  cuirass  (breastplate)  together  with  the  morion, 
or  handsome  "comb  cap"  helmet,  heavy  leather  high  boots,  and 
gauntlet  gloves,  would  be  sufficient  for  the  leaders  of  the  armies  in 
the  chronical  plays;  while  leather  jerkins,  Venetians,  broad-brimmed 
hats  or  possibly  burgonets,^  would  suffice  for  the  rank  and  file. 
Military  men  appearing  in  civilian  life  indicated  their  calling  by  the 
gorget  (see  the  portrait  of  Sidney  facing  page  190),  the  mandilion, 
and  the  lieutenant's  scarf. 

Make-up 

The  amateur  actor  attempting  make-up  for  a  Shakespearean 
character  for  the  first  time  would  do  well  to  study  paintings  and 
sculpture  and  brass  rubbings  that  represent  persons  of  all  classes  of 
the  Elizabethan  and  Jacobean  periods.  For  the  make-up  of  kings 
and  ecclesiastics  such  representations  as  those  in  English  Medieval 
Painting  by  Borenius  and  Tristram  will  be  helpful.  For  the  remark- 
able effects  that  can  be  obtained  by  present-day  make-up,  see 
pairs  of  photographs  of  the  same  actor  in  different  parts,  between 
pages  126-127. 

1.  Full  armor  made  in  steel,  engraved,  embossed,  or  gilded,  and  with  the  body 
pzurts  made  to  resemble  elaborate  long-skirted  jerkins  were,  however,  worn  for  Court 
pageantry. 

2.  If  the  ghost  wears  a  long  cloak,  the  complete  armor  can  be  suggested  by  the 
burgonet  and  gorget  alone. 

3.  A  metal  helmet  that  covered  head,  cheeks,  and  neck,  with  a  "fall,"  or  eyeshade, 
attached  to  the  front. 
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mention  in  plays  of  the  period.  Fine  halftone  illustrations  of  extant 
garments  in  various  museums. 

MAcquoiD,  Percy,  "Costume,"  Shakespeare' s  England,  Vol.  II,  Chap.  19, 
Oxford  University  Press,  New  York,  1932.  Excellent  for  reference  and 
for  illustrative  material. 

*MoRSE,  H.  K.,  editor,  Elizabethan  Pageantry:  A  Pictorial  Survey  of  Costume 
and  Its  Commentators  from  c.  1560-1620,  special  spring  number  of  The 
Studio,  The  Studio  Publications,  Inc.,  New  York,  1934.  The  clarity  of 
detail  and  the  diversity  of  styles  of  many  classes  seen  in  the  fine  halftone 
reproductions  of  contemporary  portraits  make  this  book  an  indis- 
pensable source  for  the  costuming  of  Shakespeare's  plays. 

Museum  of  Fine  Arts,  Boston,  Bulletin  for  April,  1942,  Vol.  XI,  No.  238. 
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Excellent  photographs  of  late-sixteenth-century  garments  in  the  Muse- 
um's collection. 

National  Geographic  Magazine,  September,  1951.  On  page  423  is  a  photo- 
graph of  an  actress  putting  on  a  corset  (property  of  the  Folger  Shake- 
speare Library,  Washington,  D.C.)  that  possibly  belonged  to  Queen 
Elizabeth. 

National  Portrait  Gallery,  London,  Reproductions  of  Elizabethan 
portraits  in  the  Museum's  collection.  A  catalogue  of  the  portraits  with 
prices  of  reproductions  and  postcards  may  be  obtained  from  the  Museum 
(St.  Martin's  Place,  Trafalgar  Square,  London,  W.C.2).  There  are 
several  fine  reproductions  of  Elizabethan  portraits  in  the  catalogue  itself. 
Portraits  of  the  following  Elizabethans  are  suggested  as  especially 
valuable  for  costume  details:  Queen  Elizabeth;  Mary,  Queen  of  Scots; 
the  family  of  Sir  Thomas  More,  showing  the  change  in  costume  in  four 
generations;  Sir  Henry  Lee;  Sir  Francis  Walsingham;  Lord  Burghley; 
Robert  Cecil,  Earl  of  Salisbury;  Robert  Dudley,  Earl  of  Leicester; 
Robert  Devereux,  Earl  of  Essex;  Sir  Philip  Sidney;  Sir  Walter  Raleigh; 
Sir  Richard  Grenville;  Sir  Francis  Drake. 

NicoLL,  Allardyce,  Stuart  Masques  and  the  Renaissance  Stage,  George  G. 
Harrap  &  Co.,  Ltd.,  London,  1937.  Many  drawings  of  costumes  from 
the  Court  masques,  useful  in  costuming  Shakespeare's  late  plays — 
Cymbeline,  The  Winter'^s  Tale,  and  The  Tempest. 

*  Norris,  Herbert,  Costume  and  Fashion,  6  vols.,  G.  M.  Dent  &  Sons,  Ltd., 
London,  1938.  See  Vol.  HI,  Book  H,  The  Tudors:  i^^y-160^.  An  indis- 
pensable source  for  all  that  pertains  to  the  costume  of  all  classes.  Very 
fully  illustrated  in  color,  halftones,  and  black  and  white.  Patterns; 
details  of  design;  how  to  adjust  various  articles  of  attire;  how  to  make 
and  set  ruffs;  hairdressing  and  cut  of  beards,  etc. 

Palliser,  (Mrs.)  Bury,  The  History  oj  Lace,  revised  under  the  editorship  of 
M.  JouRDAiN  and  Alice  Dryden,  Sampson  Low,  Marston  and  Co., 
Ltd.,  London,  1902.  Splendid  illustrations  of  lace  aprons,  caps,  and 
bands. 

Planche,  James  Robinson,  A  Cyclopaedia  oj  Costume  or  Dictionary  oj  Dress, 
2  vols.,  Chatto  &  Windus,  London,  1876,  1879.  ^^1.  I,  The  Dictionary; 
Vol.  H,  A  General  History  of  Costume  in  Europe.  One  of  the  finest 
reference  books  for  information  and  illustrative  material. 

Redfern,  W.  B.,  Royal  and  Historic  Gloves  and  Shoes,  Methuen  &  Co.,  Ltd., 
London,  1904.  Fine  photographic  plates  of  gloves  and  shoes  from  the 
time  of  Elizabeth. 

*Reinhardt,  Hans,  Holbein,  translated  from  the  French  by  Prudence 
Montagu-Pollock,  William  Heinemann,  Ltd.,  London,  n.d.  These  mag- 
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nificent  reproductions  in  sepia  and  color,  though  illustrating  costumes 
of  an  earlier  date,  are  yet  a  source  for  all  those  garments  that  did  not 
change  for  nearly  a  hundred  years.  Robes,  both  private  and  official, 
have  never  been  more  beautifully  painted.  Special  attention  is  drawn 
to  the  portrait  of  "A  London  Merchant,"  on  page  45,  for  the  costume 
and  make-up  for  Shylock. 

Remington,  Preston,  English  Domestic  Needlework,  The  Metropolitan 
Museum  of  Art,  New  York,  1945.  Fine  photographs  of  articles  of  Eliza- 
bethan costume  from  the  Museum's  collection. 

*Reynolds,  Graham,  Costume  of  the  Western  World,  Elizabethan  and  Jacobean, 
1558-1625,  George  G.  Harrap  &  Co.,  Ltd.,  London,  1951.  Descriptions 
and  reproductions  of  some  of  the  most  distinguished  portraits  of  the 
period,  several  in  color. 

Rye,  William  Brenchley,  editor,  England  as  Seen  by  Foreigners  in  the  Days 
oj  Elizabeth  and  James  the  First,  comprising  translations  of  the  two  Dukes  of 
Wirtemberg  in  i^g2  and  1610,  both  illustrative  of  Shakespeare.  With  extracts 
from  the  travels  of  foreign  princes  and  other  copious  notes,  an  introduction,  and 
etchings,  John  Russell  Smith,  London,  1865.  For  comments  on  costume, 
see  pages  7-8,  69-70,  71,  89-90. 

Shakespeare  Survey,  edited  by  Allardyce  Nicoll,  Vol.  I,  University  Press, 
Cambridge,  England,  1948.  For  contemporary  illustration  of  the  cos- 
tuming of  Titus  Andronicus,  see  page  32. 

Simpson,  Percy,  "The  Masque,"  Shakespeare'' s  England,  Vol.  II,  Chap.  26, 
Oxford  University  Press,  New  York,  1932.  See  illustrations  of  Inigo 
Jones's  masque  costumes.  These  could  be  copied  for  use  in  the  last 
comedies  of  Shakespeare — Cymbeline,  The  Winter^s  Tale,  and  The 
Tempest. 

,  and  C.  F.  Bell,  editors.  Designs  by  Inigo  Jones  for  Masques  and 

Plays  at  Court,  University  Press,  Oxford,  1924.  Large  clear  reproductions 
of  costumes  in  color  and  in  black  and  white  suitable  for  use  in  the  staging 
of  Shakespeare's  late  plays — Cymbeline,  The  Winter's  Tale,  and  The 
Tempest. 

Stephenson,  Henry  Thew^,  Shakespeare's  London,  Henry  Holt  and  Com- 
pany, Inc.,  New  York,  1906.  Amusing  and  informative  descriptions  of 
Elizabethan  costume.  The  account  of  a  lady  getting  dressed  (in  Chap,  i) 
is  especially  delightful. 

Stopes,  (Mrs.)  C.  C,  Shakespeare's  Environment,  George  Bell  &  Sons,  Ltd., 
London,  1914.  Authentic  descriptions  of  the  costumes  of  Queen  Eliza- 
beth's Court  entertainers — fools,  dwarfs,  etc. 

Stow,  John,  A  Survey  of  London,  reprinted  from  the  text  of  1603  with  an 
introduction   and   notes   by   Charles   Lethbridge   Kingsford,   2   vols., 
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Oxford  University  Press,  New  York,  1908.  Contemporary  account  of 
official  dress  and  colors  and  cost  of  fabrics  and  furs. 

Velazquez,  Oxford  University  Press,  New  York,  1943.  This  superb  publica- 
tion depicts  the  magnificent  exaggerations  of  costume  in  the  Spanish 
Court.  These  fashions  were  to  appear  as  influences  in  Elizabethan 
costume.  See  Plate  70  for  a  fine  and  rare  example  of  a  "guard,"  worn 
by  Queen  Isabella  in  this  equestrian  portrait. 

Victoria  and  Albert  Museum,  Department  of  Engraving,  Illustration, 
and  Design,  Catalogue  of  Rubbings  of  Brasses  and  Incised  Slabs,  classified 
and  arranged  by  Muriel  Clayton,  London,  1929.  One  of  the  most 
authentic  sources  for  Elizabethan  costume  of  the  gentry  and  middle 
classes.  Prints  of  these  rubbings  may  be  obtained  at  very  reasonable 
rates  by  applying  to  the  Victoria  and  Albert  Museum,  South  Kensing- 
ton, London,  S.W.7,  England. 

,  Elizabethan  Embroidery  (Book  5).  Photographs  of  articles  of  Eliza- 
bethan clothing.  This  pamphlet,  too,  can  be  obtained  from  the  Museum, 
or  from  The  British  Library  of  Information,  Rockefeller  Plaza,  New 
York. 

Von  Boehn,  Max,  Modes  and  Manners,  translated  by  Joan  Joshua,  4  vols., 
J.  B.  Lippincott  Company,  Philadelphia,  1 932-1 936.  See  Vols.  II  and 
III  for  fine  illustrative  material  in  color  and  in  black  and  white. 

*Walkup,  Fairfax  Proudfit,  Dressing  the  Part:  A  History  of  Costume  for  the 
Theatre,  Appleton-Century-Crofts,  Inc.,  New  York,  1938.  A  practical 
guide  to  the  cutting  of  garments  and  all  requirements  for  their  making. 

Wallace,  Charles  William,  The  Evolution  of  the  English  Drama  up  to 
Shakespeare,  G.  Reimer,  Berlin,  191 2.  Here  an  interesting  account  may 
be  found  of  the  wearing  of  clothes  from  the  royal  wardrobe  by  the  boy 
actors  and  by  university  students. 

Watkins,  Ronald,  On  Producing  Shakespeare,  Michael  Joseph,  London, 
1950.  A  book  that  both  professional  and  amateur  producers  will  want 
on  their  shelves.  For  skillful  adaptations  of  Elizabethan  fashions  to 
modern  stage  production,  see  Maurice  Percival's  delightful  drawings. 

Welles,  Orson,  and  Roger  Hill,  editors.  Everybody's  Shakespeare,  three 
plays  edited  for  reading  and  arranged  for  staging  {Julius  Caesar,  The 
Merchant  of  Venice,  Twelfth  Night),  The  Todd  Press,  Woodstock,  111., 
1934.  See  the  many  marginal  sketches  for  costume  suggestions. 

Whanslaw,  H.  W.,  The  Bankside  Stage-book,  Wells  Gardner,  Darton  &  Co., 
Ltd.,  London,  1924.  Useful  drawings  of  various  Elizabethan  costumes 
Court  lady,  page  178;  peasant,  page  179;  queen  and  ladies,  page  180 
lawyer  and  doctor,  page  185;  gendeman  and  manservant,  page  189 
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pupil,  schoolmaster,  nobleman's  son,  page  190;  courtiers,  page  191; 

soldiers,  pages  194-196. 
Wilson,  John  Dover,  compiler,  Life  in  Shakespeare^ s  England:  A  Book  of 

Elizabethan  Prose,  Penguin  Books,  Inc.,  New  York,  1949.  See  Part  II, 

Chap.    5,    "Dress   and   Fashion,"    for   contemporary   comments   and 

accounts  of  costume  of  the  period. 
*WiNTER,  Carl,  Elizabethan  Miniatures,  Penguin  Books,  Inc.,  New  York, 

1943.  Exquisite  colored  reproductions  showing  the  beauty  and  diversity 

of  head-  and  neckwear. 

Make-up 

Max  Factor'' s  Hints  on  the  Art  of  Make-up,  Group  B,  The  Shakespeare  Series. 

These  booklets  will  be  sent  on  application  to  Max  Factor  Make-Up 

Studios,  1666  North  Highland  Avenue,  Hollywood  28,  Calif. 
Modern  Make-up  by  Stein,  M.  Stein  Cosmetic  Company,  New  York.  A 

chart  for  straight  and  character  make-up  is  included.  This  pamphlet, 

with  chart,  will  be  sent  on  application  to  Funk  and  Co.,  36  South  State 

Street,  Chicago,  111. 
Paint,  Powder,  and  Make-up  by  Ivard  Strauss,  Barnes  &  Noble,  Inc.,  New 

York,  1938.  See  especially  pages  199-203  on  Shakespearean  make-up. 
Stage  Makeup  by  Richard  Corson,  Appleton-Century-Crofts,  Inc.,  New 

York,  1949.  This  recent  book  with  a  new  approach  to  aesthetic  values 

and  techniques  bids  fair  to  revolutionize  the  whole  theory  of  make-up. 

It  contains  many  excellent  photographs  of  make-ups,  including  several 

for  Shakespearean  characters. 
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MUSIC   &    DANCING 


CHAPTER      7 
Music  in  the  Early  English  Drama 


If  ever  a  country  deserved  to  be  called  "musical"  that  country- 
was  England  in  the  sixteenth  and  seventeenth  centuries. 

Edward  W.  Naylor,  Shakespeare  and  Music 


IN  WINCHESTER  CATHEDRAL,  sometime  before  the 
end  of  the  tenth  century,  there  was  introduced  into  the  Easter 
Service  an  enactment  of  the  encounter  of  the  three  Women 
with  the  Angel  at  the  door  of  the  empty  tomb,  based,  partly,  on 
customs  already  known  on  the  Continent. 

^' Quern  queritis  in  sepulchro,  o  Christicole?^^  sang  one  of  the 
"bretheren." 

^^Jesum  Nazarenum  crucifixum,  o  caelicola!^^  responded  three  other 
"br  ether  en." 

It  was  a  momentous  innovation.  Out  of  this  simple  duologue 
sprang  the  English  drama  and,  as  we  see,  it  took  its  initial  step 
accompanied  by  music. 

The  inclusion  of  antiphon  and  canticle  in  the  dramatization  of 
Church  festivals  and  liturgy  continued  in  the  centuries  that  followed 
and  accompanied  the  further  development  of  the  mysteries  when 
they  went  out  at  the  West  Door.  When  Latin  was  replaced  by  the 
vernacular  in  medieval  plays,  Church  music  was  still  played  and 
Latin  hymns  sung  during  their  performance.  Nor  was  this  music  an 
irrelevant  flourish.  In  the  cycles  of  the  Corpus  Christi  festival  there 
was  a  deliberate  use  of  music  to  enhance  and  intensify  the  spoken 
word.  Already  it  was  realized  that  the  moods  induced  by  music 
prepare  the  mind  for  the  reception  of  the  imaginative.  It  was  of 
great  histrionic  importance  to  have  discovered  that  music  invested 
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the  speaker  and  the  action  of  the  play  with  an  other  worldness.  It 
made  human  representation  of  God  and  the  saints,  if  not  convincing, 
yet  in  some  strange  way  acceptable.  God  speaks  to  the  fallen  Adam 
and  Eve  in  the  Garden  to  the  accompaniment  of  "mynstrelles 
playinge";  Adam  and  Eve  sing  an  English  lyric;  choirs  of  angels 
sing  liturgical  hymns,  and  shepherds  sing  carols.  This  last  heralded 
the  final  replacement  of  Church  music  by  folk  songs.  The  next  step 
was  marked  by  the  welding  of  words  and  music  into  an  interrelated 
whole.  The  ornamental  lines  that  characterized  the  Church  music 
of  the  time  were  replaced  by  simple  melodies  that  conformed  to  the 
sense  and  emotion  of  the  words  in  progression  and  mood. 

In  1 51 5,  John  Heywood  became  Court  Singer  to  Henry  VIII. 
A  musician  of  breeding  and  education,  he  brought  fresh  life  into 
Court  entertainment,  and  under  his  direction  music  and  drama 
advanced  together  toward  a  new  and  important  form.  Taking  the 
by  now  static  morality  play,  he  shook  life  into  flat  abstractions  by 
substituting  for  the  bloodless  figures  of  Truth,  Chastity,  Envy,  and 
the  like,  contemporary  men  representative  of  trades  and  professions 
talking  together.  Lively  and  secular,  the  "interlude,"  so-called, 
sought  to  entertain  rather  than  to  moralize,  and  its  racy,  topical 
dialogue  frequently  served  to  introduce  the  singing  of  rounds,  part 
songs,  and  madrigals,  some  of  which  served  as  accompaniment  for 
dancing. 

It  is  possible  that  during  the  time  that  Heywood  was  attached  to 
the  Court  a  more  developed  form  of  instrumental  music  as  accom- 
paniment to  these  songs  and  dances  was  introduced,  and  the  inter- 
lude began  to  develop  into  a  form  that  was  to  reach  unparalleled 
magnificence  and  beauty  as  the  Court  masque. 

As  drama  dropped  the  ferule  and  took  up  the  baton,  comedy, 
fortified  by  situation  and  plot,  found  that  humorous  songs  added 
swing  and  exuberance  to  humorous  dialogue,  and  the  first  English 
comedies,  Ralph  Roister  Doister  and  Gammer  Gurton^s  Needle^  came 
romping  in  to  the  accompaniment  of  rousing  songs,  dances,  and 
entr'acte  music. 

The  year  1 560  saw  indigenous  comedy  giving  place  to  neoclassical 
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comedy  and  tragedy,  the  latter  bringing  in  an  importation  from 
Italy.  This  was  the  intermedio,  or  "dumb  show,"  which,  preceding 
the  acts,  symbolized  or  elucidated  the  plot  of  the  scenes  to  follow. 
It  was  performed  in  mime  to  the  accompaniment  of  instrumental 
music  at  first,  and  later  included  both  song  and  dance. 

Taking  threads  from  the  interlude  and  neoclassical  comedy  and 
tragedy,  John  Lyly  now  gathered  them  into  his  skillful  hands  and 
wove  a  new  and  delicate  pattern  of  interrelated  music  and  drama. 
An  author  and  skilled  musician,  and  possibly  Assistant  Choir 
Master  to  the  singing  boys  of  St.  Paul's,  Lyly  employed  his  talent 
and  opportunities  in  writing  prose  comedies  of  five  acts  for  the 
young  choristers,  which  not  only  served  to  show  their  acting  ability, 
but  allowed  for  the  introduction  of  exquisite  vocal  and  instrumental 
music  as  an  integral  part  of  the  play.  These  musical  comedies,  per- 
formed for  the  Queen  and  Court  in  the  beginning,  later  became  one 
of  the  most  agreeable  attractions  to  the  select  audiences  of  the 
private  theaters  and,  as  already  mentioned,  a  serious  rival  attrac- 
tion to  the  professional  companies  in  the  public  playhouses. 

Briefly,  the  association  of  music  and  drama  from  the  earliest 
times  remained  unimpaired  through  all  the  vicissitudes  of  dramatic 
evolution.  Music  had  supplied  the  solemn  chants  for  the  liturgical 
tropes  and  mystery  plays,  the  atmosphere  and  songs  in  the  morali- 
ties, the  rollicking  rounds  and  songs  in  the  interludes  and  early 
comedies,  the  mysterious  and  haunting  background  for  the  dumb 
show  of  neoclassical  tragedy,  and  the  lilting  loveliness  for  the 
Children's  comedies. 

Before  considering  the  part  that  music  played  in  Elizabethan 
stage  production,  it  is  well  to  recall  that,  during  the  six  centuries 
when  music  had  been  attendant  on  the  drama,  she  had  also  had  a 
life  and  career  of  her  own  outside  the  theater,  and  that  the  era  that 
saw  the  full  flowering  of  England's  greatest  poetry  and  drama  saw 
also  unrivaled  achievement  in  vocal  and  instrumental  music. 

There  is  an  exuberance  that  springs  from  a  sense  of  national  well- 
being  which,  pervading  the  minds  of  men  of  all  walks  of  life,  finds 
an  outlet  in  the  communal  arts.  From  1588  the  growing  awareness 
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of  national  integration,  security,  and  development  resulted  in 
thirty  years  of  stability,  in  which  time  a  rapidly  widening  culture 
had  time  to  develop.  In  that  time  the  abundant  outpouring  of  crea- 
tive energy  in  the  fields  of  music,  poetry,  and  drama  marked,  both 
in  magnificence  and  in  magnitude,  the  highest  achievement  of 
national  genius. 

Musical  composition  now  became  an  art  practiced  by  those  whose 
talent  and  training  entitled  them  to  be  considered  professional 
musicians;  at  the  same  time  the  knowledge  and  performance  of 
vocal  and  instrumental  music  became  more  widespread  among 
amateurs  of  every  social  class  than  at  any  other  time  before  or  since. 

Music  everywhere!  In  the  fields,  cottages,  taverns,  and  city 
streets  the  poorest  and  least  privileged  sang  ballads,  rounds,  and 
part  songs.  Trades  and  crafts  of  every  kind  were  carried  on  to  a 
perpetual  accompaniment  of  singing.  Citterns  hung  in  the  barbers' 
shops  that  the  waiting  customers  might  play  and  sing  to  pass  the 
time.  Nor  was  this  an  inconsequential  warbling  out  of  sheer  light- 
ness of  heart;  from  the  refugee  weavers  singing  their  metrical  psalms 
to  the  drunken  tinkers  singing  a  canon  in  three  parts,  all  showed 
skill  in  performance. 

The  burgher  class,  waxing  fat  on  steadily  increasing  mercantile 
prosperity,  could  aff'ord  to  study  music  under  professional  tutelage 
and  to  spend  time  acquiring  the  skill  and  artistry  requisite  for  the 
performance  of  extremely  difficult  and  complex  madrigals  and 
instrumental  music. 

There  had  been  a  time  when  music  had  been  considered  an 
effeminate  pastime  by  the  young  man  of  fashion,  but  now  it  was  an 
art  to  be  cultivated  if  he  was  to  take  his  place  with  distinction  among 
his  equals.  The  "after-dinner"  period  in  many  upper-  and  middle- 
class  households  became  a  time  for  the  performance  of  exquisite 
part  singing,  with  all  members  of  the  household,  including  servants, 
joining  in.  Singing  a  part  "at  sight"  and  improvising  on  stringed 
instruments  was  expected  of  the  educated,  and  failure  to  acquire 
these  accomplishments  reflected  upon  breeding  and  upbringing. 

At  Court,  not  only  were  the  ladies  in  waiting  expected  to  be 
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skilled  musicians,  but  the  Queen  herself  was  a  performer  and  patron 
of  the  art.  Following  the  custom  of  her  father,  Elizabeth,  on  her 
accession,  included  in  her  household  staff  17  trumpeters,  6  sack- 
butists,  3  drummers,  2  flute  players,  2  lutanists,  i  rebeck  player, 
8  viol  players,  2  harpists,  2  virginal  players,  8  men  singers,  6  singing 
children,  9  minstrels,  7  "musician  strangers,"  8  interlude  players, 
who  sang,  and  2  makers  of  instruments. 

The  recognition  of  the  educational  value  of  music  is  seen  in  its 
acceptance  as  an  alternate  examination  subject  at  Cambridge  from 
those  seeking  fellowships;  in  the  encouragement  of  the  practice  of 
chamber  music  and  madrigal  singing  among  the  faculties  and  stu- 
dents of  the  universities,  and  as  part  of  the  educational  training  of 
royalty  and  nobility. 

Many  "virtuous"  properties  were  attributed  to  music,  such  as  its 
power  to  cure  sickness,  melancholy,  and  madness,  to  subdue  tem- 
pestuous passions  in  man  and  beast,  and  even  to  revive  the  dead. 

The  Pythagorean  system  treating  of  the  "music  of  the  spheres," 
whose  grave  and  sweet  music  sounded  through  the  universe 
although  inaudible  to  human  ears,  was  taken  very  seriously  by  the 
classical  students,  and  its  acceptance  is  stated  and  implied  by 
Shakespeare  and  many  contemporary  writers. 

Like  the  actors,  the  professional  musicians  now  enjoyed  the 
patronage  of  the  Court  and  nobility  with  the  result  that  their  social 
status  improved.  All  of  them,  or  nearly  all  of  them,  started  their 
careers  as  choir  boys  in  the  royal  and  university  chapels.  At  the  age 
of  thirty,  or  thereabouts,  a  musician  could  present  an  original  com- 
position, along  with  testimonials  of  his  musical  study  and  practice, 
to  the  universities,  and  upon  these  proving  adequate  could  without 
further  examination  receive  his  degree  of  Bachelor,  or  even  Doctor, 
of  Music.  A  further  honor,  much  valued  by  musicians,  was  admis- 
sion to  the  fellowship  of  the  Gentlemen  of  the  Chapel  Royal,  a 
membership  which,  however,  does  not  seem  to  have  included  any 
regular  duty  to  the  royal  household. 

A  great  many  of  the  famous  musicians  of  the  period  who  were,  or 
were  willing  to  become,  Protestants,  became  organists  in  the  Eng- 
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lish  cathedrals,  while  those  who  remained  true  to  the  "old  religion" 
occupied  honored  positions  in  cathedrals  and  courts  on  the  Conti- 
nent. Their  less  illustrious  fellows  were  choir  masters  and  organists  in 
churches  and  chapels;  choir  men,  musical  entertainers,  and  tutors 
in  noblemen's  houses  in  England  and  abroad  and  even  in  the  houses 
of  the  wealthy  middle  classes. 

Musicians  were  no  less  versatile  than  most  professional  men  of  the 
time.  A  few  were  Doctors  of  Medicine,  several  were  dons  at  the 
universities,  some  studied  and  practiced  law,  a  few  were  poets,  and 
several  were  clergymen.  The  most  outstanding  example  is  perhaps 
Thomas  Campian,  who  studied  law,  was  a  poet  and  playwright,  a 
classical  scholar,  a  musician  of  outstanding  ability  in  technical 
knowledge,  while  all  the  time  following  his  profession  as  a  Doctor  of 
Medicine. 

Along  with  the  men  of  talent  and,  in  many  cases,  genius,  there 
were  other  musicians  who,  as  descendants  of  the  medieval  minstrels, 
were  without  educational  advantages  or  regular  means  of  livelihood. 
Classed  with  strolling  players  as  common  vagrants,  despised  as 
social  outcasts,  these  men,  in  spite  of  the  fact  that  they  could  and  did 
obtain  noblemen's  patents,  wandered  over  the  countryside  eking 
out  a  bare  existence  by  playing  at  fairs  and  festivals.  Those  who 
drifted  to  London  were  more  fortunate  in  finding  employment  in 
the  comparatively  permanent  haunts  of  tavern  and  playhouse. 
Their  one-time  fellows  in  adversity,  the  players,  who  now  basked  in 
the  security  afforded  by  the  building  and  organizing  of  the  play- 
houses, became  their  occasional  employers,  and  these  musicians  and 
those  actors  whose  training  and  ability  made  them  acceptable  musi- 
cians for  public  performance  supplied  the  music  for  the  Elizabethan 
theater.^  Of  ill  repute,  these  strolling  musicians  received  their  full 
share  of  censure,  not  only  from  the  Church  and  the  Puritans,  but 
even  from  the  theaters,  and  allusions  to  their  thriftlessness  and 

I.  In  England,  the  employment  of  orchestras  in  "legitimate"  theaters  to  supply  over- 
ture and  entr'acte  music  still  continues,  and  outside,  entertaining  the  theater  queues, 
the  less  fortunate  descendants  of  the  strolling  musicians  "pass  the  hat"  as  they  have 
ever  done. 
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impudence  are  as  numerous  in  plays  as  they  are  in  sermons,  those 
of  Shakespeare  being  no  exception. 

Here,  then,  is  the  all-pervading  interest  in,  and  performance  of, 
music  in  the  social  life  of  the  time,  and,  once  realized,  the  reflection 
of  it  in  the  plays  is  no  longer  a  matter  for  wonder.  It  explains  why 
thirty-two  of  the  plays  have  allusions  to  music  or  instruments  or 
performers  and  why  there  are  no  less  than  300  stage  directions  for 
music  in  the  plays  as  a  whole. 

The  claim  that  Shakespeare's  plays  were  full  of  topical  allusions 
is  strongly  supported  by  the  constant  emphasis  that  he  places  on  the 
musical  life  of  his  day.  Every  type  of  musician  familiar  to  the  time 
is  here  represented.  For  instance,  we  find  the  drummers  and 
trumpeters  who  supplied  martial  and  formal  music  for  warlike  and 
state  occasions;  the  groups  of  players  of  stringed  and  small  wind 
instruments  attached  to  royal  and  noble  households;  the  soloist,  who 
often  combines  his  musical  profession  with  that  of  professional 
jester;  the  bands  of  strolling  musicians  hired  for  special  occasions; 
the  young  men  of  fashion  and  nobility  representing  the  cultured 
interest  in  music  as  well  as  the  skill  in  its  performance.  There  are 
the  groups  of  huntsmen  and  shepherds  who  burst  into  song,  the 
lady  in  waiting  who  sings  to  her  own  lute  accompaniment;  the 
skilled  musician  (although  this  is  a  disguise)  who  is  employed  by 
the  wealthy  merchant  to  train  his  daughters,  and,  finally,  trained 
children  who  appear  as  soloists,  duettists,  and  in  chorus  in  at  least 
three  of  the  comedies.  But  the  portrayal  of  types  of  musicians  is  not 
all.  Current  beliefs  in  regard  to  music  are  expressed:  belief  in  the 
Pythagorean  theory  of  the  "music  of  the  spheres"  and  belief  in  the 
healing  properties  of  music.  Here,  in  music,  was  an  element  familiar 
to  his  audience  that  Shakespeare  saw  as  a  dramatic  device  of  tre- 
mendous potency,  and  that  he  used  to  aid  exposition  as  well  as  to 
impart  delicate  suggestion. 


CHAPTER      2 

Music  in  the  Playhouse  &  in 
Modern  Production 


Duke  Orsino.  "That  piece  of  song, 

That  old  and  antique  song  we  heard  last  night: 
Methought  it  did  relieve  my  passion  much, 
More  than  light  airs  and  recollected  terms 
Of  these  most  brisk  and  giddy-paced  times." 

Twelfth  Night,  II,  4 


IIVING  IN  AN  AGE  when  music  was  a  part  of  the  every- 
day life  of  all  social  classes,  Shakespeare's  audience  must 
^  have  consisted  of  people  accustomed  to  music  in  church,  at 
work  and  play,  at  all  civic  and  royal  ceremonials,  at  festivals,  feast- 
ings,  and  funerals.  There  is  little  doubt  that  most  of  them  could  sing 
or  play,  or  both,  and  that  all  were  capable  of  appreciating  select, 
as  well  as  popular,  music.  It  is  safe  to  surmise  then  that  at  places  of 
public  entertainment  such  an  audience  would  not  only  expect  but 
demand  music.  In  meeting  this  demand  in  the  public  playhouses, 
the  managers  had  also  to  remember  that  the  more  select,  and 
remunerative,  part  of  the  audience  was  accustomed  to  the  beautiful 
music  supplied  at  the  private  theaters  by  the  child  actors.  Finally 
there  was  the  long-established  tradition  of  music  as  an  indispensable 
part  of  dramatic  performance. 

In  the  early  days  of  innyard  productions  with  meager  and  pre- 
carious money  returns,  music  could  consist  of  little  more  than  rolling 
drums,  blaring  trumpets,  and  the  pipe-and-tabor  accompaniment 
of  the  terminal  jig.  When  better  days  arrived  with  the  building  of 
the  theaters,  there  was  still  one  omission  that  was  in  direct  contrast 
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to  the  custom  of  the  private  theaters.  This  was  the  opening  of  the 
play  with  no  more  overture  than  three  blasts  on  a  trumpet  to  herald 
the  Prologue,  while  at  Blackfriars  the  children  played  for  an  hour 
or  more  before  the  play  began.  The  omission  may  have  been  partly 
owing  to  the  custom,  on  the  part  of  the  audience,  of  singing  old 
songs  and  "calling"  for  old  tunes  at  the  beginning  and  end  of  acts. 
We  know  that  this  was  done  in  the  case  of  Summers  Last  Will  and 
Testament  when  it  was  performed  in  1593.  But  we  do  not  know 
if  this  was  customary  in  the  case  of  Shakespearean  performances. 

In  a  modern  production  it  would  be  as  well  to  include  an  overture 
consisting  of  songs  and  incidental  music  used  in  the  production.  It 
would  serve  to  evoke  the  mood  of  the  play  and  would  give  a  chance 
to  introduce  Elizabethan  music  to  those  members  of  the  audience 
whose  ears  are  unaccustomed  to  its  form  and  tonal  quality. 

Following  the  Elizabethan  custom  of  only  one  intermission, 
entr'acte  music  can  be  introduced,  nor  need  this  be  limited  to 
instrumental  music — in  the  comedies,  at  least — for  it  is  certain  that 
such  an  interval  frequently  saw  the  performance  of  songs  and  group 
dancing  by  members  of  the  company. 

Whether  the  modern  director  will  want  to  go  so  far  as  to  conclude 
with  the  jig  is  doubtful.  He  may  consider  that  such  a  coarse  and 
boisterous  note  would  be  a  fitting  end  for  such  plays  as  The  Comedy 
of  Errors^  The  Taming  oj  the  Shrew ^  or  The  Merry  Wives  of  Windsor^  but 
it  is  doubtful  if  any  but  the  professional  vaudeville  comedian  could 
carry  it  off  with  the  requisite  bounce  and  dash. 

The  music  in  the  plays  consists  of  three  general  types: 

1.  Martial  and  "state"  music  played  by  wind  and  percussion 
instruments 

2.  Songs  unaccompanied  or  accompanied  by  strings 

3.  Incidental  music  played  on  various  instruments  to  accompany 
dance,  action,  or  spoken  word. 

Mention  must  be  made  here  of  "still  music."  This  was  back- 
ground music  to  help  create  a  special  atmosphere,  and,  as  no  men- 
tion of  it  is  usually  made  in  the  lines,  it  is  believed  to  have  been 
played  by  invisible  musicians  in  the  third-balcony  level.  One  excep- 
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tion  occurs  in  Richard  II,  V,  5,  where  reference  is  made  to  the 
invisible  music  heard  in  the  prison. 

The  suggestion  that  the  greater  part  of  this  music  was  supplied 
by  members  of  the  company  is  based  on  the  fact  that  by  far  the  best 
lyrics  were  sung  by  boys  playing  female  roles,  with  the  clowns  a 
close  second,  the  latter,  as  part  of  their  professional  stock-in-trade, 
singing  to  their  own  instrumental  accompaniment.  Two  other  facts 
support  the  idea,  one  being  the  known  ability  of  some  of  the  mem- 
bers to  play  various  instruments,  and  the  other,  that  it  seems  to 
hav^e  been  customary,  in  Henslowe's  company  at  any  rate,  for  many 
musical  instruments  to  be  included  in  lists  of  properties.  Since  it  is 
doubtful  whether  independent  musicians  would  have  played  on  any 
but  their  own  instruments,  it  seems  safe  to  conclude  that  these  were 
used  by  the  actors.^ 

That  opportunities  were  made  for  outstanding  or  unusually  gifted 
members  to  show  their  skill  is  seen  by  the  introduction  of  the  Welsh 
song  sung  by  a  boy  in  /  Henry  IV,  III,  i  (see  page  114);  the  love 
song  sung  to  his  own  lute  accompaniment  by  the  supposedly  aged 
Pandarus  in  Troilus  and  Cressida,  III,  i ;  and  the  self-accompanied 
song  performed  by  the  Lady  in  Waiting  in  Henry  VIII,  III,  i. 
The  unusually  large  number  of  songs  and  the  playing  of  various 
instruments  required  of  Ariel  in  The  Tempest  is  possibly  accounted 
for  by  the  fact  that  about  1611-1613  young  men  who  had  been 
trained  as  vocalists  and  instrumentalists  in  the  Children's  companies 
were  being  taken  into  the  company  of  the  King's  Men.  Another 
interesting  idea,  made  convincingly  clear  by  William  J.  Lawrence,^ 
is  that  the  plays  of  As  You  Like  It  and  A  Midsummer  Nighfs  Dream  as 
we  have  them  today  may  not  be  the  versions  seen  on  the  public 
stage,  but  especially  adapted  and  augmented  versions  used  for  a 
special  performance  at  the  wedding  of  Henry,  Lord  Herbert,  to 
Anne  Russell,  the  Queen's  favorite  Maid  of  Honor,  at  the  home  of 

1 .  We  have  to  remember,  of  course,  that  Henslovve  ran  paw-nbroking  as  a  side  line, 
and  it  is  just  possible  that  some  of  these  instruments  may  have  been  held  as  security 
for  loans. 

2.  See  LaNvrence,  William  J.,  "A  Plummet  for  Bottom's  Dream,"  Shakespeare's 
Workshop,  pp.  75-97. 
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the  bride's  mother  at  Blackfriars,  June  i6,  1600.  It  is  known  that  the 
Queen  was  present.  It  is  known  that  these  two  plays  were  performed 
as  part  of  the  festivities.  It  is  also  known  that  another  play  was  per- 
formed by  the  Children  of  Paul's.  What  more  possible,  and  prob- 
able, than  that  the  Children  would  be  available  for  the  singing  parts 
in  the  adult  plays  and  that  most  of  the  lyrics  were  especially  inserted 
for  them  to  sing.  The  same  thing  may  be  true  of  The  Merry  Wives  of 
Windsor,  which  was  written  most  probably  for  a  command  per- 
formance at  Windsor  Castle,  for  here  again  the  Children  of  the 
Chapel  Royal  would  be  on  hand  to  perform  the  fairy  song  and 
dance  in  the  final  act. 

For  the  accompaniment  to  dances  and  entr'acte  and  incidental 
music  there  is  no  doubt  that  the  actors  employed  the  small  bands — 
"noises,"  as  they  were  called — of  musicians  that  were  available  for 
hire  in  and  round  about  the  City.  For  Court  performances  such 
music  would  be  supplied  by  the  musicians  of  the  Royal  Household. 

Here  then  are  the  ways  in  which  the  demand  for  music  in  the 
Elizabethan  playhouse  was  met:  by  the  actors  themselves,  by  the 
talented  and  trained  Children's  companies  for  Court  performances, 
by  a  later  inclusion  of  some  of  them  into  the  public-playhouse 
companies,  and,  for  occasional  productions,  by  the  hiring  of  special 
groups  of  professional  musicians. 

With  musical  ability  as  common  as  it  was,  all  demands  could  no 
doubt  be  met  with  ease  in  Elizabethan  times;  but  today  the  pro- 
ducer of  a  Shakespearean  play  will  have  difficulty  in  finding  actors 
who  can  play  or  sing,  or  both.  It  is  possible  that  he  will  be  faced 
with  the  alternative  of  having  an  actor  trained  to  sing  and  play  or 
a  musician  and  singer  trained  to  act.  Dance  and  incidental  music 
will,  of  course,  have  to  be  supplied  by  a  group  of  musicians.  In  this 
event,  it  would  be  fortunate  indeed  if  they  could  play  this  music  on 
the  Elizabethan  instruments  for  which  it  was  written,  or  on  suitable 
facsimiles  of  these  instruments.  A  glance  at  the  tables  on  pages 
228-232  will  enable  those  not  already  familiar  with  Elizabethan 
instruments  to  take  the  first  step  toward  achieving  such  a  delightful 
objective.  As  a  last  resort,  this  music  may  be  supplied  by  an  off'-stage 
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phonograph.  Fortunately  there  are  many  excellent  records  of  Eliza- 
bethan music  available,  some  of  which  are  performed  on  the  instru- 
ments of  the  period.  (See  Recordings  Available  for  Use  in 
Elizabethan  Stage  Production,  pages  319-326.) 

Elizabethan  Musical  Instruments 


Instrument 


Description 


Substitute  or  facsimile 


Use 


Percussion 


Bells 

Large  iron  bell 

Institutional  bell;  might 
be     purchased     from 
builders  who  do  demo- 
lition work,  or  from  a 
foundry  or  store 

Tolling    for    the    dead; 
sounding     an     alarm; 
striking  of  a  clock 

Small  bells  set  on  stands 
and  struck  with  a  mal- 
let 

Tubular  bells  suspended 
from     a     stand     and 
struck    with    a    small 
hammer 

Chiming  of  church  bells 
for    weddings,    festivi- 
ties, holidays,  corona- 
tions, christening,  etc. 

Cymbals 

Modern  cymbals 

Although    there    is    no 
mention     of    this     in- 
strument in   the  stage 
directions,     they     are 
mentioned  in  the  text 
as   being   part   of  the 
uproar  heard  off  stage 
in    Coriolanus.    Possibly 
they  were  used  when  a 
clashing  noise  was  re- 
quired   in    battles    off 
stage,     and     certainly 
the  clang  would  be  ef- 
fective   as    an    accom- 
paniment    to     rolling 
drums  when  thunder, 
storm,     and    the    like 
were  represented. 
Their  shivering — made 
by  hitting  their  edges 
with  a  mallet — would 
also  be  suggestive  for 
supernatural  scenes 

Tabor 

A  hoop  of  wood  with 
parchment     stretched 
over    one    side    only. 
Usually    played    with 
one  wooden  stick 

Tambourine  with  metal 
clappers  removed,   or 
a    small    hand    drum 
used  in  jazz  bands 

Used     in     conjunction 
with  a  pipe  to  accom- 
pany rustic  dances,  the 
marching  of  masquers, 
and  entrances  and 
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Elizabethan  Muscial  Instruments  (continued) 
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Instrument 

Description 

Substitute  or  facsimile 

Use 

business  of  clowns  (See 
Pipe) 

Tambou- 
rine 

Similar  in  appearance 
to  a  modern  military 
side  drum,  hung  over 
one  shoulder  or  round 
the  neck   and  played 
with  two  wooden  sticks 

Modern    military    side 
drum.    For    "muffled 
drum"   the  sticks  are 
padded     with     heavy 
cloth 

Military  marches;  dead 
march.     In    combina- 
tion with  trumpets  for 
entrances  of  royalty  or 
nobility  in  war  scenes, 
for    alarums    and    re- 
treats, to  drown  noise 
of    traps     and     "ma- 
chines,"     and     as     a 
dramatic  device  to 
drown  unwelcome 
speeches,   such  as  ap- 
peals and  curses 

Wind 


Bugle 

Large     bent     military 
bugle 

Modern  military  bugle 

For    martial    soundings 
and    courtly    ceremo- 
nials. (This  instrument 
together  with  the  trum- 
pet was  most  fre- 
quently   used    in    the 
plays) 

Cornet 

A    hollowed    tusk,    or 
wooden  representa- 
tion, covered  with 
leather,  slightly 
curved,      and     some- 
times having  squared 
sides 

Cornet 

Sometimes  used  in  place 
of  a  trumpet;  also  used 
to  accompany  songs 
and  dances  of  a  lively 
character 

Fife 

Same  as  the  modern  fife 

Fife 

Used  with  drum  for  the 
marching  of  soldiers, 
for  masquers,  for  ap- 
parition scenes,  and 
for  dumb  shows 

Hautboy 

Conical  wooden   tube, 
with  six  holes  in  front, 
a  thumb  hole  behind, 
and  a  double  reed  in 
the  mouthpiece.   The 
instruments  were  also 
called  "shawms"  and 
sometimes  "waits." 
Usually  played  in 

Although   the   modern 
oboe  is  the  descendent 
of  this  instrument,  it  is 
hardly  a  suitable  sub- 
stitute, for  the  Eliza- 
bethan hautboy  was  so 
shrill  that  it  was  used 
with  drums  and 
trumpets  to  make  an 

Used  by  watchmen;  to 
accompany  ceremonial 
action;  to  "bring  in  a 
banquet,"  and  wdth 
drums  for  "noise"  off 
stage 
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Elizabethan  Musical  Instruments  (continued) 


Instrument 

Description 

Substitute  or  facsimile 

Use 

"consorts"  of  four  dif- 
ferent sizes 

impressive  or  confused 
noise.   The  bugle,   or 
even  the  trumpet, 
would  be  a  better  sub- 
stitute 

Horn 

A  long,  circular-wound 
brass  tube  with  a  flar- 
ing bell 

English  horn,  which  is 
an  alto  oboe 

Used  for  hunting  scenes, 
and  usually  heard  off" 
stage 

Pipe 

A  small  pipe  with  three 
holes.  Played  with  one 
hand  while  the  other 
beats     time     on     the 
tabor,    which    is    sus- 
pended from  the  wrist 
of  the  hand  that  plays 
the  pipe,  (See  Tabor.) 
Sometimes    the    pipes 
were  quite  large 

It   is   possible   to   pur- 
chase    these,     but     a 
flageolet,    or    even    a 
whistle,  can  be  used  as 
a  substitute 

Used     by     clowns     for 
jigs,     and     by     rustic 
minstrels  for  rural  fes- 
tivities and  merrymak- 
ing 

Recorder 

A  flute  with  a  whistle 
mouthpiece,  seven  fin- 
ger   holes,     and    one 
thumb  hole.  Played  in 
a   "consort"    of  four, 
the  instruments  vary- 
ing in  size  and  pitch 
and     known     respec- 
tively as  "treble," 
"alto,"   "tenor,"   and 
"bass"  recorders. 
Sometimes  one  treble 
recorder  would  be  ac- 
companied by  a  con- 
sort   of   strings.    (See 
Viol) 

Have  come  into  favor 
again  and  can  be  pur- 
chased from  any  musi- 
cal-instrument store  or 
firm 

Used  for  "still  music"; 
to    accompany    super- 
natural action;  when  a 
mood  of  gentle  melan- 
choly is  to  be  evoked; 
for  love  scenes;  and  as 
an  accompaniment  to 
solo  singing 

Sackbut 

Same    as    the    modern 
trombone.  Frequently 
used  in  "broken" 
music,  that  is,  in  con- 
junction    with    other 
types   of  instruments, 
such  as  lutes,  harpsi- 
chord, viols,  and  cor- 
nets. These  small  or- 
chestras were  also 

Trombone 

Used  for  the  three  blasts 
that  heralded  the  Pro- 
logue but  inappropri- 
ate   for    the    purpose 
today,     a     cornet     or 
trumpet  being  less 
harsh  and  strident.  It 
seems  strange  that  this 
instrument     and     the 
noisy   hautboy  should 
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Elizabethan  Musical  Instruments  (continued) 


Instrument 

Description 

Substitute  or  facsimile 

Use 

known  as  "broken 
consorts'* 

have  been  used  for  the 
stately  Grand  Bal.  (See 
Pavan) 

Trumpet 

Coach-horn   type  hav- 
ing no  keys 

Trumpet 

Used    for    courtly    and 
martial  ceremonials. 
(The   most   frequently 
used  instrument  in  the 
plays  as  a  whole) 

Stringed 


Cittern  * 

An  instrument  of  four 
double  strings  played 
with  a  plectrum,   re- 
sembling a  flat-backed 
mandoline 

Mandoline,   guitar,    or 
dulcimer 

Used  to  vamp  accom- 
paniments for  songs. 
Also  in  small  orches- 
tras composed  of  var- 
ious kinds  of  instru- 
ments. (See  Sackbut) 

Lute 

Usually   a   six-stringed 
instrument,  the  lower 
five    strings    being    in 
pairs.  The  chanterelle,  or 
sixth  string,   was  sin- 
gle, and  upon  this  the 
melody     was     played 
while   the   lower    five 
supplied    the    accom- 
paniment 

There  were  many  types 
of  lutes.  The  above  de- 
scribes the  most  com- 
mon,   known    as    the 
"treble  lute."  The  alto 
lute  and  the  bandore 
had  no  chanterelles  and 
played    only    chordal 
accompaniments 

The  bass  lute  was  very 
large    and    had    addi- 
tional strings  on  a  sec- 
ond head 

Treble  lute — guitar 

Alto  lute — guitar 

Bandore — guitar  or  dul- 
cimer 

Bass  lute — harp 

There  are  modern  lutes 
and    lute-guitars    and 
also  lute  players,  but, 
in  spite  of  the  recent 
revival   of  interest   in 
the    instrument,    they 
are  all  rare 

For  song  accompani- 
ments and  for  "still 
music" 

Viol 

A    six-stringed    instru- 
ment   played    with    a 
bow.  It  came  in  three 
sizes,  which  corre- 

Treble  viol — violin 
Tenor  viol — viola 
Bass  viol — cello 

For  song  accompani- 
ments both  on  and  off 
stage.  Also  played  on 
or    off   stage    in    con- 

*  Not  mentioned  in  the  stage  directions,  but  so  common  that  their  inclusion,  as 
properties  or  actual  instruments,  is  inevitable. 
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Elizabethan  Musical  Instruments  (continued) 


Instrument 


Virginals  t 


Description 


sponded  in  pitch  to 
treble,  tenor,  and  bass 
voices;  the  last  was 
known  as  the  "viola 
da  gamba" 


Substitute  or  facsimile 


A  small,  oblong  key- 
board instrument  hav- 
ing strings  that  were 
plucked  by  quills  when 
the  pianolike  keys 
were  struck 


Use 


The  strange  rustling 
tinkle  can  be  fairly 
faithfully  reproduced 
by  placing  one  or  two 
layers  of  tissue  paper 
over  the  strings  of  a 
small  spinet  piano 


junction  with  other 
instruments  forming  a 
small  orchestra  for 
dancing,  for  "music," 
"soft  music,"  and 
"still  music."  Some- 
times a  consort  of 
viols  did,  and  can, 
accompany  a  treble 
recorder 


There  is  no  reason  to 
believe  that  this  instru- 
ment was  ever  used  in 
the  public  playhouses, 
and  there  are,  no  stage 
directions  referring  to 
it.  Its  use  in  the  private 
theaters,  however,  is 
certain,  and  it  is  more 
than  likely  that  it  was 
used  in  the  late  plays, 
performed  in  the  Black- 
friars  theater,  such  as 
Oymbeline,  The  Winter^s 
Tale,  and  The  Tempest. 
This  instrument  started 
as  a  kind  of  dulcimer, 
known  as  a  "psaltery," 
and  it  may  be  that  the 
"psalteries"  of  Corio- 
lanus,  V,  4,  really  refers 
to  virginals 


t  The  harpsichord,  though  larger  and  more  complex  than  the  virginals,  was  similar 
to  them  in  the  method  of  tone  production  and,  hence,  in  tone  quality.  Recently  it  has 
again  come  into  favor.  (See  lists  of  virginal  and  harpsichord  recordings,  pages  324— 
325-) 


CHAPTER      3 
The  Dance  in  Early  England 


Capulet.  "Come,  musicians,  play. 

A  hall!  a  hall!  give  room,  and  foot  it,  girls." 

Romeo  and  Juliet,  I,  5 


THE  DANCE  in  England  has  a  long  history.  Accounts  of 
dancing  to  vocal  accompaniment  at  feasts,  funerals,^ 
bridals,  wakes,  and  May  Day  and  harvest  festivals  go  back 
to  the  twelfth  century,  and  there  is  no  doubt  that  these  in  turn  are 
references  to  very  old  and  long-established  customs.  The  earliest 
type  of  dance  was  processional  and  ritualistic  and  dated  back  to 
pre-Christian  times,  and  from  this  progressive  dance  and  the  round 
dance,  which  took  place  round  some  sacred  object,  such  as  a  stone, 
tree,  or  fire,  all  country  or  folk  dances  are  derived.  The  pagan  origin 
of  these  ceremonial  dances  is  seen  in  the  use  of  garlands  and  posies 
in  their  performance  and  the  now  rare  horn  or  antlered  headdress 
worn  by  the  men,  pointing  to  fertility  rites  of  agrarian  and  pastoral 
communities.  The  processional  dances  survive  in  the  Sir  Roger  de 
Coverley,  or  the  Virginia  reel,  and  many  "figures"  of  folk  and  ball- 
room dances.  The  best  example  of  the  round  dance  survives  in  the 
Maypole  dance  of  rural  England.  It  is  likely  that  we  have  the  music 
and  words  to  a  thirteenth-century  round  in  "Sumer  is  i-cumen  in," 
which  might  easily  have  been  used  for  the  Maypole  dance.  As 
might  be  expected  from  songs  and  dances  having  their  origin  in 
fertility  rites,  the  theme  of  love  and  wooing  is  found  frequently  in 

I.  It  is  still  the  custom  in  Flanders  to  dance  at  the  funeral  of  a  young  girl,  and 
Ravel's  "Pavane  for  a  Dead  Infanta"  suggests  that  he  might  have  come  across  some 
reference  to  this  custom  in  Spain. 
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the  words  of  many  dance  songs,  ^  and  this  in  turn  suggests  the  origin 
of  men  and  women  dancing  in  couples.  The  oldest  dance  that  has 
survived  in  unbroken  sequence  is  the  morris  dance,  which,  as  an 
offshoot  of  the  grim  sword  dance,  may  have  been  part  of  the  ancient 
rites  of  human  sacrifice.  That  it  is  sometimes  danced  from  one  place 
to  another^  points  to  its  processional  origin;  that  the  dancers  wear 
white  and  wave  handkerchiefs  suggests  ritual  costume;  the  black- 
ened faces  of  some  of  the  mummers  who  form  part  of  the  back- 
ground suggest  the  use  of  ashes  from  the  sacrificial  fire,  and  the 
bells  on  the  legs  and  arms  of  the  dancers  serve  to  imitate  the  clashing 
of  swords  used  in  the  even  earlier  dance  from  which  the  morris  is 
derived.  Associated  with  May  Day  festivities,  it  is  still  to  be  seen  at 
other  times  of  the  year  in  country  districts  all  over  Europe. 

From  the  early  folk  dances  came  all  the  dances  of  Elizabethan 
times.  From  the  processional  type  came  the  "hay"  of  the  countryfolk 
and  the  pavan  of  the  Court;  from  the  "round,"  circular  group  dances 
of  all  classes;  from  the  wooing  dances,  all  folk  and  Court  dances 
performed  by  men  and  women  in  couples;  and  from  the  morris 
dance,  folk  mummings  that  brought  the  rough  humor  and  buf- 
foonery to  medieval  miracles  and  mysteries,  Elizabethan  comedy 
and  tragedy,  and  survive  as  part  of  folk  festivals  down  to  our  own 
day.  It  is  interesting  to  note  the  transition  of  folk  dances  to  Court 
dances.  The  former  were  introduced  into  castle  and  Court  by  pro- 
fessional minstrels,  gleemen,  and  tumblers,  and  there  underwent 
changes  and  expansions — changes  in  the  form  of  moderation  and 
stylization,  and  expansions  by  way  of  sophisticated  elaboration.  By 
Shakespeare's  time  there  were  everywhere  in  England  the  two 

2.  According  to  Sir  Edmund  K.  Chambers,  a  wooing  chanson  of  "Transformations" 
is  sung  by  harvesters  and  by  lace-makers  at  the  pillow  {The  Mediaeval  Stage,  Vol.  I, 
p.  170).  This  recalls  Count  Orsino's  lines  in  Twelfth  Night,  II,  4: 

"...  Come,  the  song  we  had  last  night. 

Mark  it,  Cesario;  it  is  old  and  plain; 

The  spinsters  and  the  knitters  in  the  sun, 

And  the  free  maids  that  weave  their  thread  with  bones, 

Do  use  to  chant  it." 

3.  It  will  be  remembered  that  Will  Kempe,  a  member  of  Shakespeare's  company, 
danced  a  morris  from  London  to  Norwich. 
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distinct  types  of  dancing,  that  of  the  folk  and  that  of  the  Court,  and 
though  the  Court  introduced  elements  of  folk  dancing  into  the 
masques,  there  is  little  or  no  sign  of  the  folk  using  Court  dances  in 
their  holidaymaking.  However,  the  public  theater  was  the  one 
place  where  the  two  elements  mingled  and  were  seen  by  all  classes. 
The  rollicking  folk  romps,  the  stately  Court  dances  were  all  intro- 
duced into  Shakespeare's  plays  and,  together  with  many  allusions 
to  the  dances  and  dance  music  of  the  time,  reflect  the  popularity  of 
dancing  among  the  social  enjoyments  of  the  day. 

As  might  be  expected  in  a  country  where  music  was  an  art  prac- 
ticed by  all  social  classes,  dancing  was  an  inevitable  corollary. 
Dance  tunes  were  used  extensively  as  a  basis  for  elaborate  composi- 
tions, and  the  music  of  contrasting  dance  forms  being  grouped  into 
a  certain  order  by  musicians  gave  rise  to  the  suite,  which  later  led 
to  the  sonata.  In  the  Fitzwilliam  Virginal  Book,^  one  of  the  most 
famous  collections  of  music  compiled  at  the  time,  we  find  that,  out 
of  something  like  300  compositions,  134  are  dances;  that  over  half 
the  songs  are  dance  songs,  and  that  nearly  all  the  airs  used  for 
elaborate  instrumental  compositions  are  those  of  popular  dance 
tunes. 

Before  considering  the  plays  from  the  point  of  view  of  the  music 
and  dance  required  by  the  stage  directions  and  suggested  by  the 
text  in  the  plays  of  Shakespeare,  it  will  be  necessary  to  describe 
Elizabethan  dances  and  give  directions  for  their  performance.  (See 
next  chapter.) 

4.  Discussed  by  Dr.  Edward  W.  Naylor  in  An  Elizabethan  Virginal  Book. 


CHAPTER      4 
Steps  of  Elizabethan  Dances 


Good  fellows  must  go  learn  to  dance, 

The  bridal  is  full  near-a, 
There  is  a  Braule  come  out  of  France, 

The  trick'st  you  heard  this  year-a; 
For  I  must  leap,  thou  must  hop. 

And  we  must  turn  all  three-a. 
The  fourth  must  bounce  it  like  a  top, 

And  so  we  shall  agree-a; 
I  pray  thee,  Minstrel,  make  no  stop. 

For  we  will  merry  be-a. 
From  an  old  ballad  printed  in  London  in  1569  and  quoted  by 
W.  Chappell  in  Popular  Music  of  the  Olden  Time,  Vol.  i,  p.  243. 


BEFORE   WE    CONSIDER  the  steps  of  Elizabethan 
dances,  we  must  take  into  account  the  manner  in  which 
they  are  danced.  Every  dance  has  its  characteristic  mood 
and  is,  in  part,  an  elaborate  mime  of  a  prevailing  emotion. 

Court  Dances 

The  Court  dances  were  of  two  general  types:  basse  dances,  in 
which  the  feet  were  close  to  the  ground  with  steps  consisting  of 
glides  or  walking  steps,  and  haute  dances,  where  running,  skipping, 
hopping,  and  leaping  were  introduced.  Of  the  first  type  by  far  the 
most  famous  was  the  pa  van. 

Pavan 

Mood:  ceremonial  dignity  and  grave  pride. 

Time:  2/2  or  4/4,  the  dance  beginning  solidly  on  the  first  beat.^ 

I.  This  is  sometimes  difficult  on  the  stage,  and  it  is  suggested  that  the  first  strain  be 
played  through  once  in  order  that  the  dancers  may  get  into  place  and  become  familiar 
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Instruments:  drum  and  human  voices,  or  drum  and  wind  or 
stringed  instruments  or  both.  For  tabulation  of  the  drum 
rhythm  for  the  pavan,  see  Orchesography  (Arbeau),  p.  58. 

Steps: 

ist  beat:  The  gentleman  has  the  lady  on  his  right.  He  takes  her 
left  hand  in  his  right  hand,  holding  it  on  a  level  with  her  waist. 
Together  they  take  one  step  with  the  right  foot,  and,  although 
the  step  is  forward,  they  make  a  slight  curve  toward  the  right, 
the  left  knee  is  slightly  bent,  and  the  body  swings  with  a  slight 
undulation  of  the  hips. 

2d  beat:  The  left  foot  is  brought  up  to  the  right  foot;  then  follow 
a  rise  on  the  toes  and  a  return  to  standing  level.  (The  step  and 
the  joining  of  the  feet  on  the  ist  and  2d  beats  are  known  as 
a  "right  single.") 

^d  beat:  A  forward  step  is  taken  to  the  left,  with  the  left  foot 
making  a  slight  curve  toward  the  left,  the  right  knee  being  bent 
slightly,  and  the  hips  swinging  toward  the  left. 

^th  beat:  The  right  foot  joins  the  left;  then  follow  a  rise  on  the  toes 
and  a  return  to  standing  level.  (These  two  movements  on  the 
3d  and  4th  beats  are  known  as  a  "left  single.") 

5th  beat:  One  step  to  the  right. 

6th  beat:  One  step  to  the  left. 

yth  beat:  One  step  to  the  right. 

8th  beat:  The  left  foot  joins  the  right;  then  follow  a  rise  on  the  toes 
and  a  return  to  standing  level.  (These  four  movements  on  the 
5th,  6th,  7th,  and  8th  beats  are  known  as  a  "right  double.") 

The  dance  continues  with  a  left  single,  a  right  single,  and  a 
left  double  again,  followed  by  a  right  single,  a  left  single,  a 
right  double,  and  so  on.  From  this  it  will  be  seen  that  two 
singles,  followed  by  a  double,  comprise  the  entire  dance  as  far 
as  the  steps  go. 

Variety  in  the  pavan  comes  with  the  directions  the  steps  take, 
for  it  may  be  danced  forward  in  a  steady  progression;  backward 

with  the  tempo,  at  the  same  time  making  the  sweeping  bows  to  one  another  and  the 
company  that  always  precede  the  basse  dances. 
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with  the  gentleman  behind  the  lady,  guiding  her  by  the  hand; 
forward  and  backward  so  that  the  dancers  stay  practically  in  one 
spot;^  to  alternate  sides;  with  the  gentleman  dancing  round  his 
standing  partner;  or  with  the  gentleman  dancing  alone  toward  the 
center  of  the  floor,  bowing  to  the  lady  on  the  opposite  side  of  the 
room — presupposing  that  the  couples  surround  the  outer  edge  of 
the  dance  floor — then  dancing  back  and  bowing  to  his  partner. 
(Suggestions  for  turning  the  pavan  into  a  set  dance  by  means  of 
combining  these  steps  into  various  figures  have  been  made  by 
Mabel  Dolmetsch  in  Dances  of  England  and  France^  pp.  86-88.  In  this 
same  work  the  sequence  of  steps  that  compose  the  Long  Pavan  is 
also  explained,  on  pages  97-101.) 

The  slow  processional  form  of  the  pavan  known  as  the  ^^ Grand 
BaP^^  was  danced  on  stately  and  ceremonial  occasions,  such  as  a 
ball  at  Court  or  in  the  house  of  a  great  noble,  especially  when 
royalty  was  present.  Dancing  very  slowly  and  with  grave  decorum, 
the  couples  encompassed  the  room  two  or  three  times,  bowing  to 
the  distinguished  hosts  and  guests  as  they  passed  the  dais  on  which 
they  were  seated.  On  such  occasions  the  dancers  were  arrayed  in 
splendid  costumes,  the  ladies  with  costly  gowns  sweeping  the  floor, 
the  gentlemen  in  plumed  hats  with  their  jeweled  swords  lifting  their 
magnificent  cloaks  behind.'* 

As  might  be  expected,  the  pavan  was  frequently  used  in  the  Court 
masques,  especially  for  the  entrance  of  gods,  goddesses,  kings, 
emperors,  and  the  like.  On  such  occasions  the  music  was  livelier 
and  the  tempo  faster  than  that  used  for  the  Grand  Bal.  Another 
type,  known  as  the  ^^passamezzo,^^  was  quite  gay  in  mood,  light  in 
step,  and  moderately  fast  in  tempo.  Last  of  all  and  farthest  removed 
from  the  solemnity  of  the  processional  pavan  was   the  Pavane 

2.  For  a  description  of  this  movement  used  for  a  special  dance  in  Love's  Labour's  Lost, 
see  page  288,  and  for  a  dance  in  Much  Ado  about  Nothing,  see  page  297. 

3.  A  modified  form  of  this  survives  in  the  Grand  March  that  usually  precedes  a  formal 
ball  in  America.  The  term  "prom"  for  academic  balls  evidently  derives  from  thb 
promenade. 

4.  This  v/ould  seem  to  substantiate  the  belief  that  "pavan"  is  derived  from  the  Latin 
pavo  (a  peacock),  but  it  must  be  remembered  that  there  v/as  an  ancient  dance  of 
Padua  known  as  the  "padoaua"  from  which  it  may  have  derived. 
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(PEspagne  (Spanish  Pavan),  which  became  very  popular  toward  the 
end  of  the  sixteenth  century.  One  figure  of  this  dance  is  given  below, 
and  it  will  be  seen  that,  though  there  is  some  influence  of  the  stately 
walking  dance  still  lingering,  the  mood  is  entirely  altered,  being  one 
of  tripping  liveliness.  For  this  reason  it  will,  perhaps,  lend  itself  to 
stage  presentation  far  better  than  the  earlier  forms  of  the  pavan. 

Spanish  Pavan 

Mood:  gay  and  vivacious. 

Time:  duple  time  at  a  tripping  pace. 

Instruments:  drum  and  wind  and  stringed  instruments. 

Steps: 

Introduction 

ist  beat:  Left  single. 

2d  beat:  Left  single. 
Main  dance 

ist  beat:  Raise  the  left  foot  in  front  and  lower  it. 

2d  beat:  Raise  the  right  foot  in  front  and  lower  it. 

3d  beat:  Spring  to  the  left. 

^th  beat:  Bring  the  feet  together. 

§th  beat:  Raise  the  right  foot  in  front  and  lower  it. 

6th  beat:  Raise  the  left  foot  in  front  and  lower  it. 

yth  beat:  Spring  to  the  right. 

8th  beat:  Bring  the  feet  together. 

Repeat  the  main  dance  three  times. 
Finale 

1st  beat:  Raise  the  right  foot  in  front  and  lower  it. 

2d  beat:  Raise  the  left  foot  in  front  and  lower  it. 

^d  beat:  Raise  the  right  foot  in  front  and  lower  it. 

4th  beat:  Bring  the  feet  together. 

Music  for  the  Pavan 

"Belle  Qui  Tiens  Ma  Vie"  in  Dances  of  England  and  France  (Dolmetsch), 
p.  88. 
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"Belle  Qui  Tiens  Ma  Vie"  (in  four  parts,  instruments  or  voices,  with 
drum  rhythm  indicated  throughout)   in  Orchesography  (Arbeau),  pp. 

58-59- 
Bull,  John,  "St.  Thomas  Wake,"  G  minor  (for  piano),  published  by  G. 

Schirmer,  Inc.,  New  York. 
,  St.  Thomas's  Wake,"  pavan  en  suite  (see  footnote  5  below),  in 

Shakespeare  and  Music  (Naylor),  pp.  194-195. 
Byrd,  William,  "The  Earl  of  Salisbury's  Pavan,"  in  Dances  of  England 

and  France  (Dolmetsch),  p.  96. 
,  "The  Earl  of  Salisbury's  Pavan,"  A  minor  (for  piano),  published 

by  G.  Schirmer,  Inc.,  New  York. 
Chambonnieres,  Jacques  Champion  de,  "L'entretien  des  Dieux,"  G  minor 

(for  piano),  published  by  G.  Schirmer,  Inc.,  New  York. 
Dov^LAND,  John,  "Lachrymae  Pavan,"  in  Dances  of  England  and  France 

(Dolmetsch),  pp.  90-93. 
"The  Lord  Zouche's  Masque,"  in  Dances  of  England  and  France  (Dol- 
metsch), pp.  93-94. 
"Processional  Pavan,"  in  Dances  of  England  and  France  (Dolmetsch),  p.  85. 
"La  Rote  de  Rode"  (pavan),  in  Dances  of  England  and  France  (Dolmetsch), 

p.  85. 
ToMKiNs,  Thomas,  "Pavana,"  in  An  Elizabethan  Virginal  Book  (Naylor), 

pp.  16-19. 

Galliard^ 

Mood:  blithe,  dashing,  and  brisk. 

Time:  3  /4,  six  quarter  notes  played  in  two  bars  of  triple  time. 

Instruments:  drum  and  wind  and  stringed  instruments. 

Steps:  The  simple  basic  steps  are  five  light  running  steps — left, 
right,  left,  right,  left — followed  by  a  leap  and,  on  the  sixth 
beat,  a  return  to  position,  one  foot  slightly  in  advance  of  the 
other. 

The  dance  starts  with  the  gentleman  taking  his  lady's  hand  and 
bowing  to  her  and  to  the  company  as  he  removes  his  hat;  the  lady 
in  the  meantime  acknowledges  this  reverence  by  inclining  her  head 
as  she  bends  both  knees  with  one  foot  well  behind  the  other.  They 

5.  When  the  galliard  followed  the  pavan,  sometimes  the  same  melodic  theme  was 
used  for  each;  it  was  then  known  as  "pavan  en  suite."  See  Music  for  the  Pavan  (above). 
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now  dance  the  five  steps  followed  by  the  leap  on  the  part  of  the 
gentleman  and  a  slight  jump  on  the  part  of  the  lady.  When  they 
have  circled  the  dance  floor  once  or  twice,  they  pause  at  the 
top  of  the  floor;  the  gentleman  bows,  the  lady  curtsies  and  then 
dances  alone  to  the  bottom  of  the  floor,  where  she  turns  and  stands 
facing  the  gentleman,  who  has  followed  her  and  who  now  performs 
a  series  of  carefully  rehearsed  steps,  known  as  "passages,"  before 
her,  turning  first  one  shoulder  and  then  the  other  toward  her  as  he 
does  so.  She  once  again  dances  alone  to  the  top  of  the  room,  and 
again  the  gentleman  follows  and  again  displays  his  agility  in  a  series 
of  passages  before  her,  after  which  they  bow  to  one  another  and  the 
gentleman  leads  the  lady  to  her  chair  and,  bowing  before  her, 
thanks  her  for  the  honor  she  has  done  him. 

(A  variation^  of  the  above  can  be  performed  in  which  the  lady  is 
given  more  opportunity  to  dance.  After  the  usual  dance  round  the 
room  has  been  accomplished,  the  couple  dance  to  the  middle  of  the 
floor  and  there  divide,  one  going  to  the  top  of  the  floor,  the  other 
to  the  bottom.  They  now  turn  and  face  one  another,  and,  both 
curving  to  the  right,  advance  toward  each  other,  pass,  and  take 
each  other's  places,  after  which  they  return,  pass,  and  go  to  their 
original  places.  The  passing  and  counterpassing  is  performed  with 
grace  and  restraint  by  the  lady  and  with  vigor  and  agility  by  the 
gentleman.  Throughout,  the  couple  face  one  another,  and  in  order 
to  do  this  they  take  the  line  of  an  elongated  6',  which  means  that 
together  they  form  a  figure  8.  As  they  advance  they  naturally  dance 
forward,  but  after  they  pass  one  another  they  turn  and  dance  the 
rest  of  the  steps  backward  and  in  this  way  follow  the  rule  of  always 
being  vis-a-vis.) 

The  variations  of  the  basic  steps  of  the  galliard  are  innumerable, 
since  not  only  are  there  endless  combinations  that  can  be  used,  but 
they  can  be  augmented  further  by  the  introduction  of  any  new  steps 
that  the  gentleman  cares  to  devise,  the  brilliance  and  dash  of  these 
innovations  being  part  of  the  display. 

6.  Suggested  by  Cesare  Negri  (1604),  who  is  quoted  by  Mabel  Dolmetsch  in  Dances 
of  England  and  France,  p.  107, 
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Two  Examples  of  Galliard  Steps 

Passage  I 

ist  beat:  Spring  on  the  right  foot  and  hop  on  it. 

2d  beat:  Bring  the  left  foot  up  and  with  the  toe  touch  the  toe  of 

the  right  foot. 
^d  beat:  Spring  on  the  left  foot  and  hop  on  it. 
4th  beat:  Bring  the  right  foot  up  and  touch  the  toe  of  the  left 

foot. 
^th  beat:  Leap  in  the  air  and  come  down  lightly  on  the  toes  with 

one  foot  slightly  in  advance  of  the  other.  (This  is  known  as 

"posture.") 
6th  beat:  Rest  in  posture  position. 

The  leap  varies  according  to  the  skill  and  strength  of  the  dancer, 
in  some  cases  being  high  enough  to  allow  a  scissors  movement  of 
the  legs  while  in  the  air  or  even  a  double  rotation  of  the  whole  body, 
in  others  being  no  more  than  a  modest  leap  with  feet  together. 

Passage  II 

ist  beat:  Spring  on  the  right  foot  and  hop  on  it. 

2d  beat:  While  hopping  on  the  right  foot,  raise  the  left  foot  in 

front  to  about  knee  height. 
^d  beat:  Spring  on  the  left  foot  and  hop  on  it. 
4th  beat:  While  hopping  on  the  left  foot,  raise  the  right  foot  in 

front  to  about  knee  height. 
^th  to  8th  beats:  Repeat  the  first  four  beats. 
gth  beat:  Leap.  Posture. 
loth  beat:  Rest  in  posture  position. 

The  variations  of  this  step  consist  of  raising  the  foot  across  the 
hopping  leg  both  in  front  and  behind;  of  kicking  first  the  right  foot 
and  then  the  left  up  in  front  without  hopping;  of  kicking  to  the 
sides;  of  kicking  up  behind.  Where  the  movements  are  fast  and 
furious,  the  leap  and  posture  need  not  be  introduced  on  every  fifth 
and  sixth  beat  but  can  be  delayed  for  eight  or  even  sixteen  bars  if 
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desired.  In  order  to  make  these  directions  useful  for  stage  produc- 
tion, there  are  included  here  three  passages  that  combine  very 
effectively  for  purposes  of  display. 

A  Suggested  Sequence  of  Passages 

Passage  I 

1st  beat:  Raise  the  right  foot  while  the  left  foot  hops. 
2d  beat:  Raise  the  left  foot  while  the  right  foot  hops. 
^d  beat:  Without  hopping,  kick  forward  first  with  the  right  foot, 

then  with  the  left. 
^th  beat:  Without  hopping,  kick  backward  first  with  the  left 

foot,  then  with  the  right. 
^th  beat:  Leap. 
6th  beat:  Posture. 

Passage  II 

I  St  beat:  Raise  the  right  foot  across  the  back  of  the  left  leg  while 

the  left  foot  hops. 
2d  beat:  Raise  the  left  foot  across  the  back  of  the  right  leg  while 

the  right  foot  hops. 
2d  beat:  Raise  the  right  foot  across  the  front  of  the  left  leg  while 

the  left  foot  hops. 
^th  beat:  Raise  the  left  foot  across  the  front  of  the  right  leg  while 

the  right  foot  hops. 
^th  beat:  Leap. 
6th  beat:  Posture. 

Now  dance  the  final  passage  (Passage  III)  in  double  time. 

Passage  III 

ist  beat:  Raise  the  right  foot  in  front  while  hopping  on  the  left 
foot.  Raise  the  left  foot  in  front  while  hopping  on  the  right 
foot. 

2d  beat:  With  the  right  foot  raised  in  front,  give  a  jump  and 
change  feet  so  that  the  left  is  raised.  With  the  left  foot  raised 
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in  front,  give  a  jump  and  change  feet  so  that  the  right  is 

raised. 
^d  beat:  Without  hopping,  kick  the  right  foot  in  front  and  then 

the  left.  Without  hopping,  kick  the  right  foot  behind  and 

then  the  left. 
,^th  heat:  Hop  on  the  left  foot  and  kick  across  in  front  with  the 

right.  Hop  on  the  right  foot  and  kick  across  in  front  with  the 

left. 
^th  beat:  Leap  high  enough  to  clap  the  heels  together. 
6th  beat:  Posture. 

The  transition  from  folk  to  Court  dancing  is  nowhere  so  obvious 
as  in  the  galliard,  the  basic  steps  of  which  are  all  found  in  the  morris 
dance.  The  retreating  of  the  lady  and  following  of  the  gentleman 
and  the  display  of  masculine  prowess — for  there  is  no  doubt  that  the 
passages  call  for  strength  and  endurance — point  to  an  even  older 
"wooing  dance,"  which,  in  turn,  may  have  originated  from  the 
mating  display  of  certain  birds. 

CiNQUEPACE 

A  more  vigorous  form  of  the  basic  steps  of  the  galliard  is  seen  in 
the  cinquepace,  and  this  can  be  used  in  place  of  the  galliard  steps 
in  all  parts  of  the  dance  exclusive  of  the  passages. 

Mood:  gay,  even  boisterous. 

Time:  3  /4  at  a  brisk  pace. 

Instruments:  drum  and  wind  and  stringed  instruments. 

Steps: 

I  St  beat:  Hop  on  the  right  foot  while  raising  the  left  foot  in  front — 

about  knee  height. 
2d  beat:  Lower  the  left  foot  a  little  in  advance  of  the  right  one; 

hop  on  it  while  raising  the  right  foot. 
3d  beat:  Lower  the  right  foot  a  little  in  advance  of  the  left  foot; 

hop  on  it  while  raising  the  left  foot. 
4th  beat:  Lower  the  left  foot  a  litde  in  advance  of  the  right  foot; 

hop  on  it  while  raising  the  right  foot. 
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^th  and  6th  beats:  Leap  in  the  air,  returning  to  the  floor  on  the  toes 
with  one  foot  slightly  in  advance  of  the  other  (5th  and  half  of 
the  6th  beat.)  Rest  (second  half  of  the  6th  beat). 

Music  for  the  Galliard  and  Cinquepace 

Bull,  John,  "St.  Thomas's  Wake,"  in  Shakespeare  and  Music  (Naylor), 
pp.  195-196. 

Byrd,  William,  "The  Earl  of  Salisbury's  Galliard"  in  Dances  of  England 
and  France  (Dolmetsch),  pp.  110-113. 

,  "Galiarde,"  A  minor,  published  by  G.  Schirmer,  Inc.,  New  York. 

DowLAND,  John,  "Captaine  Digorie  Piper:  His  Galiard,"  published  by 
the  Oxford  University  Press,  New  York. 

,   "The  King  of  Denmark's  Galiard,"  published  by  the  Oxford 

University  Press,  New  York. 

"Gagliarda   Tamburina"    (16th-century   lute   MS   from  the  Dolmetsch 
Library),  in  Dances  of  England  and  France  (Dolmetsch),  pp.  1 1 7-1 19. 

"Galliarde  a  la  Lyonnaise"   (published  by  Pierre  Allaigant,    1530),  in 
Dances  of  England  and  France  (Dolmetsch),  pp.  122-123. 

Hassler,  Hans  Leo,  "Gagliarde,"  in  Pre-classic  Dance  Forms  (Horst),  p.  29. 

Morley,  Thomas,  "Frog  Galliard,"  in  Dances  of  England  and  France  (Dol- 
metsch), pp.  127-128. 

Oystermayre,  Jehan,  "Galliard,"  in  An  Elizabethan  Virginal  Book  (Nay- 
lor), pp.  22-24. 
Airs  of  traditional  and  contemporary  galliards  will  be  found  in  Orchesog- 

raphy  (Arbeau),  pp.  82,  83,  86-89,  9^-93)  9^,  98-102. 

Canary 

Another  wooing  dance  that  was  very  popular  at  the  Courts  of 
Elizabeth  and  James  I  was  called  the  "canary,"  and,  although 
it  is  thought  to  have  been  named  for  the  Canary  Islands,  the  sup- 
posed place  of  its  origin,  the  basic  steps  are  part  of  an  ancient  folk 
dance  common  to  all  European  nations. 

Mood:  wooing  and  devotional  on  the  part  of  the  gentlemen  and 

modestly  receptive  on  the  part  of  the  ladies. 
Time:  duple  time,  that  is,  2  /4  or  6  /8. 
Instruments:  drum  and  wind  and  stringed  instruments. 
Steps:  Each  gentleman  takes  his  lady  by  the  hand,  and  together 
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they  dance  to  the  end  of  the  dance  floor,  using  a  light  running 

step  or  skip,  as  in  the  hay.  The  gentlemen  now  dance  backward 

down  the  room  with  the  same  light  running  step;  they  then 

advance  dancing  as  before,  until  they  stand  before  their  ladies. 

They  then  dance  the  following  measure  of  six  beats  while  the 

ladies  stand  watching  them. 
1st  beat:  Tapping  the  ground  with  his  left  foot,  he  raises  his  right 

foot  and  lowers  it. 
2d  beat:  Springing  on  the  left  foot,  he  brings  the  right  heel  against 

the  left  heel. 
3d  beat:  Springing  on  the  right  foot,  he  brings  the  left  heel  against 

the  right  heel. 
^th  beat:  Tapping  the  ground  with  the  right  foot,  he  raises  his  left 

foot  and  lowers  it. 
^th  beat:  Springing  on  the  right  foot,  he  brings  the  left  heel  against 

the  right  heel. 
6th  beat:  Springing  on  the  left  foot,  he  brings  the  right  heel  against 

the  left  heel. 

This  measure  is  then  repeated,  after  which  the  gentleman 

bows,   takes  the  lady's  hand,  and  together  they  dance  back 

to  the  place  from  whence  they  started,  using  the  same  step  as 

before. 
Music:  There  is  an  air  for  the  canary  to  be  found  in  Orchesography 

(Arbeau),  p.   151,  and  another  in  Popular  Music  of  the  Olden 

Time  (Chappell),  Vol.  I,  p.  358. 

Lavolta 

This  dance  is  of  the  same  general  form  as  the  galliard  since  it  is  a 
haute  dance  in  triple  time  with  elevation  on  the  fifth  beat  and  a  rest 
on  the  sixth.  But  there  all  resemblance  ends,  for  the  lavolta  is 
danced  by  couples  in  close  contact  in  a  very  limited  space. 

ist  beat:  The  gentleman,  who  is  facing  the  lady,  springs  forward 

on  his  left  foot,  raising  his  right  foot. 
2d  beat:  With  his  right  arm  round  the  lady's  waist  and  his  left 

hand  beneath  either  her  bust  or  the  point  of  her  stomacher,  he 
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takes  a  fairly  long  step  on  the  right  foot,  turning  his  right 
shoulder  to  the  lady  at  the  same  time.  The  lady  now  places 
her  left  arm  round  the  gentleman's  neck  and  with  her  right 
hand  holds  down  her  dress. 

^d  beat:  The  gentleman,  with  his  left  thigh  beneath  the  lady's 
"rump"  (to  quote  Arbeau),  now  lifts  her  as  high  as  possible. 

4th,  ^th,  and  6th  beats:  The  lady  is  returned  to  the  floor,  and  both 
she  and  the  gentleman,  with  feet  together,  pause  for  two  beats. 

This  covers  a  three-quarter  turn.  In  four  such  movements  the 
couple  arrives  back  at  the  spot  from  which  they  started  after  having 
made  a  very  small  circle.  For  this  reason  the  dancers  soon  become 
very  giddy,  and  it  is  as  well  to  make  circles  to  the  right  and  left 
alternately. 

It  is  almost  impossible  to  visualize  this  elevation  of  the  lady  with- 
out having  actually  seen  it.  Fortunately  we  have  a  revealing  picture 
of  Queen  Elizabeth  dancing  a  lavolta  with  the  Earl  of  Leicester 
(facing  page  191). 

In  spite  of  royal  participation,  this  dance  was  considered  vulgar 
by  the  elite,  and  the  young  Capriole  in  Arbeau's  Orchesography  sug- 
gests that  it  is  not  either  "beautiful  or  decent,  unless  you  are 
dancing  with  some  buxom  serving  wench." 

Music  for  Lavolta 

''Air  of  a  Volta,"  in  Orchesography  (Arbeau),  p.  106. 

Byrd,  William,  "La  Volta,"  in  Dances  of  England  and  France  (Dolmetsch), 

p.  132. 
MoRLEY,  Thomas,  "La  Volta,"  in  An  Elizabethan  Virginal  Book  (Naylor), 

p.  48. 

The  lavolta  can  also  be  danced  to  quick- time  galliard  music. 

COURANTE 

Another  dance  that  was  popular  at  Court  in  Shakespeare's  day 
was  the  courante.  Here  again  we  have  an  example  of  a  country 
dance  being  adapted  for  courtly  performance  and,  since  the  basic 
steps  are  the  same  as  those  of  the  pavan,  with  running  and  jumping 
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in  place  of  the  walking  steps,  we  must  conclude  that  they  both 
sprang  from  the  same  original  country  dance. 

Mood:  light,  swift,  and  lively. 

Time:  quick  3  /4  time. 

Instruments:  drum  and  wind  and  stringed  instruments. 

Steps: 

I  St  beat:  Spring  to  the  right  on  the  right  foot;  bring  feet  together. 

2d  beat:  Spring  to  the  left  on  the  left  foot;  bring  feet  together. 

2d  beat:  Take  three  light  running  steps — aright,  left,  right. 

4th  beat:  Bring  feet  together. 

As  in  the  pavan,  this  dance  can  go  progressively  forward,  or  back- 
ward and  forward,  or  even  sideways,  depending  on  inclination  or 
the  dancing  space  available. 

Music  for  the  Com  ante 

Chambonnieres,    Jacques    Champion    de,    "Courante,"    in    Pre-classic 

Dance  Forms  (Horst),  p.  46. 
"Corranto"  (anonymous),  in  Dances  of  England  and  France  (Dolmetsch), 

pp.  142-143. 
"English  Corranto"  (i6th  century;  anonymous),  in  Dances  of  England  and 

France  (Dolmetsch),  pp.  134-135. 
Frescobaldi,  Girolamo,  "Corrente,"  published  by  G.  Schirmer,  Inc., 

New  York. 
Hooper,  Edmund,  "Corranto,"  in  An  Elizabethan  Virginal  Book  (Naylor), 

PP-  35-36. 
LuLLY,  Jean  Baptiste,  "Courante,"  published  by  G.  Schirmer,  Inc.,  New 

York. 
"Sir  John  Hope's  Currant"  (i6th  century;  anonymous),  set  by  Arnold 

Dolmetsch,  in  Dances  of  England  and  France  (Dolmetsch),  p.  136. 
"Traditional  Air  of  the  Courante"  in  Orchesography  (Arbeau),  p.  109. 

Allemande 

Mood:  grave,  rather  ceremonious,  with  a  touch  of  sentiment. 

Time:  duple. 

Instruments:  drum  and  wind  and  stringed  instruments. 
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Steps:  This  is  a  processional  dance  with  couples  holding  each 
other's  two  hands,  gravely  pacing  one  couple  behind  the  other 
in  a  long  line.  The  dance  consists  of  three  walking  steps — left, 
right,  left — with  the  right  foot  raised  in  front  on  the  fourth  beat. 
A  series  of  these  "doubles"  is  followed  by  a  pair  of  "singles" 
(see  page  237)  in  which,  instead  of  closing  the  feet,  the  foot  is 
raised  forward. 

There  would  be  little  difference  between  this  dance  and  the 
pavan  except  for  one  unique  feature  which  characterizes  the  alle- 
mande,  that  is,  the  division  of  the  dance  into  three  parts  by  intervals 
during  which  the  music  stops  and  the  partners  engage  in  conversa- 
tion. When  the  music  starts  again,  it  becomes  quicker  and  gayer, 
so  that  the  third  and  final  dance  is  very  bright  and  performed  at  a 
brisk  tempo. 

As  the  name  suggests,  this  dance  came  from  Germany,  but  the 
changing  mood  of  the  three  parts  suggests  a  later  French  influence. 
There  was,  indeed,  a  form  known  in  France,  paradoxically  enough, 
as  '^allemande  francaise.'^^ 

Music  for  the  Allemande 

"Allemande"    (anonymous;    i6th    century),    in    Dances   of  England   and 

France  (Dolmetsch),  pp.  145-146. 
"Allemande   Nouvelle,"    Clavier   Tablature   Book   of  Bernard   Schmid 

(1577)5  ii^  Dances  of  England  and  France  (Dolmetsch),  pp.  157-158 
Bull,  John,  "The  Duke  of  Brunswick's  Alman,"  published  by  Williams, 

London. 
,  "The  Duke  of  Brunswick's  Alman"   (from  the  Fitzwilliam  Vir- 
ginal Book),  in  Dances  of  England  and  France  (Dolmetsch),  pp.  149-150. 
Byrd,  William,  "The  Queen's  Almayne"  (from  the  Fitzwilliam  Virginal 

Book),  in  Dances  of  England  and  France  (Dolmetsch),  pp.  1 51-152. 
Hooper,  Edmund,  "Alman,"  in  An  Elizabethan  Virginal  Book  (Naylor), 

pp.  31-32. 
Johnson,   Robert,   "Alman"    (from   the   Fitzwilliam    Virginal  Book),   in 

Dances  of  England  and  France  (Dolmetsch),  p.  148,  and  An  Elizabethan 

Virginal  Book  (Naylor),  p.  137. 
Lully,  Jean  Baptiste,  "Allemande,"  published  by  G.  Schirmer,  Inc  , 

New  York, 
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Branle,  or  Brawl 

The  word  "branle"  applies  to  a  series  of  dances  coming  from 
various  parts  of  France.  Having  similar  basic  characteristics,  these 
dances  evidently  sprang  from  a  common  source,  but,  as  improvisa- 
tions were  made,  various  districts  evolved  their  own  particular 
forms,  and  these  forms  in  turn  took  on  a  local  habitation  and  a 
name.  One  feature  they  have  in  common,  that  of  being  danced  side- 
ways, for  which  reason  they  can  be  danced  in  one  long  line  or  in  a 
ring.  There  is  no  need  to  discuss  more  than  a  few  forms  of  the 
branle  here,  and  these  will  be  limited  to  those  suitable  for  stage 
presentation.  The  outstanding  difference  between  the  various  forms 
seems  to  be  one  of  m^ood:  for  instance,  the  Branle  Simple  and  the 
Brannle  Double  are  both  sober  and  dignified  dances;  the  Branle  Gai 
is  sweet,  with  subdued  gaiety;  and  the  Branle  Bourgogne  is  lively, 
with  a  certain  degree  of  innocent  high-spirited  abandon. 

Branle    Simple 

Steps: 

I  St  beat:  Fling  the  left  foot  sideways,  rest  on  it  and  bring  the  right 

foot  up  to  it. 
2d  beat:  Fling  the  left  foot  sideways,  rest  on  it  and  bring  the  right 

foot  up  to  it. 
3d  beat:  Fling  the  right  foot  sideways,  rest  on  it  and  bring  the  left 

foot  up  to  it. 
4th  beat:  Fling  the  right  foot  sideways,  rest  on  it  and  bring  the  left 

foot  up  to  it. 

Branle  Double 
Steps: 
1st  beat:  Fling  the  left  foot  sideways,  rest  on  it  and  bring  the  right 

foot  up  to  it. 
2d  beat:  Fling  the  left  foot  sideways,  rest  on  it  and  bring  the  right 

foot  up  to  it. 
^d  beat:  Fling  the  right  foot  sideways,  rest  on  it  and  bring  the  left 

foot  up  to  it. 
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^^th  beat:  Fling  the  right  foot  sideways,  rest  on  it  and  bring  the  left 

foot  up  to  it. 
§th  beat:  Raise  the  left  foot  toward  the  front;  lower  it. 
6th  beat:  Raise  the  right  foot  toward  the  front;  lower  it. 
yth  beat:  Bring  the  feet  together. 
8th  beat:  Rest. 

In  some  districts  the  branle  was  danced  with  a  rough  vigor.  One 
of  these  forms,  the  Branle  du  Haut  Barrois,  is  said  to  have  been  danced 
only  by  peasants,  but  what  is  most  interesting  is  that  it  was  also 
danced  by  courtiers  in  masques  where  they  were  impersonating 
rustic  characters  such  as  shepherds.  In  fact  it  is  more  than  likely 
that  the  dance  in  Henry  VIII  danced  by  the  King  and  his  courtiers 
on  their  arrival  at  Wolsey's  palace  disguised  as  shepherds  was  the 
Branle  du  Haut  Barrois.  (See  suggestions  for  dances  in  Henry  VIIL 
page  261.) 

Branle  du  Haut  Barrois 

Mood:  quick,  lively,  even  boisterous. 

Time:  duple. 

Instruments:  pipe  and  tabor. 

Steps: 

ist  beat:  Spring  to  the  left  with  both  feet  off  the  ground  and  come 

down  with  the  weight  on  the  right  foot  and  with  the  left  foot 

pointing  out  at  the  side — ^feet  about  twelve  inches  apart. 
2d  beat:  Repeat,  only,  instead  of  the  left  foot  pointing  to  the  side, 

it  is  now  pointing  in  front  of  the  right  foot. 
^d  beat:  Spring  to  the  right  and  point  to  the  side  with  the  right 

foot. 
^^th  beat:  Spring  to  the  right  and  point  in  front  with  the  right  foot. 
5/A  beat:  Spring  to  the  right  and  come  down  with  the  feet  together. 
6th  beat:  Rest. 

The  dance  now  goes  into  a  second  phase  that  is  far  more  stren- 
uous than  the  first. 

ist  beat:  Spring  to  the  left — both  feet  ofT  the  ground — and  come 
down  with  the  right  foot  pointing  to  the  side. 
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2d  beat:  Leap  in  the  air. 

2d  beat:  Spring  to  the  left,  the  right  foot  pointing  to  the  front. 
4th  beat:  Leap. 

§th  beat:  Spring  to  the  right  with  the  left  foot  pointing  to  the  side. 
6th  beat:  Leap. 

yth  beat:  Spring  to  the  right  with  the  left  foot  pointing  to  the  front. 
8th  beat:  Bring  the  feet  together,  rise  on  the  toes,  and  sink  to 
standing  height. 

The  entire  dance  is  then  repeated  but  with  the  first  spring  being 
made  to  the  right. 

When  a  play  ends  with  a  dance,  this  is  a  very  effective  one  to 
choose,  for  the  entire  cast  can  dance  it  facing  the  audience,  and, 
since  it  is  danced  sideways,  exits  can  be  made  dancing.  On  an  Eliz- 
abethan stage,  where  a  general  exit  has  to  be  made,  this  is  a  happy 
means  of  getting  everyone  "off"  without  delay  and  without  break- 
ing the  gaiety  of  the  close. 

Music  for  the  Branle  du  Haut  Barrois 

There  seem  to  be  various  opinions  as  to  the  actual  time  of  this 
dance,  but  since  we  know  that  it  was  often  danced  to  ballads,  it  is 
reasonable  to  suppose  that  it  was  danced  in  common  time,  to  the 
sound  of  pipe  and  tabor.  Any  contemporary  song  tune  in  common 
time  will  be  appropriate,  then,  for  the  branle,  and  a  good  example 
is  to  be  found  in  Popular  Music  of  the  Olden  Time  (Chappell),  Vol.  I, 
p.  78,  where  "We  be  three  poor  mariners"  is  said  to  be  the  tune 
used  for  the  Branle  de  Poitou.  Many  other  traditional  tunes  in  com- 
mon time  can  be  found  in  the  same  work  on  pages  56-97  and 
110-243. 

Country  Dances 

The  folk  dances  of  England  are  so  numerous  that  any  attempt  to 
discuss  them  in  their  entirety  in  this  chapter  would  be  futile,  nor 
would  prolonged  emphasis  on  the  subject  be  of  direct  use  to  the 
producer  of  a  Shakespearean  play.  As  in  the  case  of  the  Court 
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dances,  therefore,  only  those  that  are  called  for  in  the  stage  direc- 
tions will  be  considered. 

Lighthearted  rustic  romping  is,  naturally,  to  be  found  in  the 
comedies  only — the  grim  reveling  of  the  witches  in  Macbeth  can 
hardly  be  considered  as  anything  but  a  grotesque  and  irrevelant 
interpolation.  Country  dances  occur  in  A  Midsummer  Nighfs  Dream, 
II,  2,  in  The  Merry  Wives  of  Windsor,  V,  5,  and  in  The  Winter^ s  Tale, 
IV,  3.  The  dances  that  best  fit  the  demands  of  the  text  in  these  plays 
are  the  round,  or  roundel,  in  the  first  two,  and  the  hay  in  the  last. 

The  round,  as  has  been  explained,  was  originally  danced  round 
some  person  or  object.  In  A  Midsummer  Nighfs  Dream  this  would  be 
the  sleeping  Titania,  and  in  The  Merry  Wives  of  Windsor,  the  sleeping 
FalstafF.  If,  however,  the  sleeper  is  on  the  inner  stage,  as  has  been 
suggested  in  the  case  of  Titania,  there  will  not  be  sufficient  room  to 
dance  round  her,  and  it  would  be  better  for  the  Fairies  to  dance  on 
the  middle  stage. 

Sellenger's  Round 

One  of  the  oldest  known  circular  dances,  and  one  that  has  never 
fallen  out  of  popular  favor,  is  Sellenger's  Round.  It  dates  back  to 
1450,  but  is  possibly  of  pagan  origin,  going  back  in  time  to  nature- 
worship  ritual.  It  was,  and  still  is,  danced  by  villagers  round  the 
Maypole  in  May  Day  festivities.  The  traditional  music  for  this 
dance,  dating  back  to  the  reign  of  Edward  III,  has  survived,  and 
is  to  be  found  in  Popular  Music  of  the  Olden  Time  (Chappell),  Vol.  I, 
p.  69.  An  arrangement  made  by  William  Byrd  for  Queen  Elizabeth's 
Virginal  Book  will  be  found  in  the  same  volume  on  page  71.  (It  is 
suggested  that,  though  the  simple  form  played  on  pipe  and  tabor 
would  be  suitable  for  The  Merry  Wives  of  Windsor,  the  more  sophis- 
ticated arrangement  by  Byrd,  played  on  harp  or  harpsichord,  would 
be  more  appropriate  for  A  Midsummer  Nighfs  Dream.) 

Figure  i:  An  equal  number  of  couples  stand  in  a  ring,  take  hands, 
skip  to  the  left  for  four  beats,  and  then  to  the  right  for  four 
beats. 

Figure  2:  Still  standing  in  a  circle,  all  link  arms,  skip  toward  the 
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center  of  the  ring  for  two  beats,  and  then  back  to  their  former 
places  on  two  beats. 

Figure  j:  Partners  now  face  one  another,  and  each  skips  diag- 
onally three  steps  to  the  right  and  curtsies  or  bows,  according 
to  the  sex  of  the  dancer.  This  takes  four  beats,  and  skipping 
back  to  the  former  position  and  again  curtsying  or  bowing  takes 
another  four. 

Figure  ^:  Partners  either  join  hands  or  link  arms  and  swing  round 
for  eight  beats. 

Figure  j.-  All  take  hands  in  a  circle  and  skip  to  the  left  on  four 
beats  and  then  to  the  right  on  another  four  beats. 

Figure  6:  They  repeat  Figure  2  twice. 

Figure  y:  Now  on  four  beats  the  dancers  form  two  lines,  facing 
one  another  with  a  space  in  between. 

Figure  8:  One  line  stands  still  while  the  other  line  skips  toward 
them  on  three  beats,  curtsies  or  bows  on  the  fourth  beat,  and 
then  skips  back  on  four  beats.  The  other  line  now  does  the 
same. 

Figure  g:  They  repeat  Figure  3. 

Figure  10:  They  repeat  Figure  4. 

Figure  11:  They  repeat  Figure  i. 

These  eleven  figures  can  be  repeated  as  many  times  as  desired. 

Music:  danced  in  4  /4  time  to  old  song  and  ballad  tunes,  for  which 
see  Popular  Music  of  the  Olden  Time  (Ghappell),  Vol.  I,  pp.  56-97 
and  1 1 0-243. 

The  Hay 

Little  is  actually  known  of  this  country  dance,  the  steps  intro- 
duced in  the  Branle  de  la  Haye'^  being  a  courtly  modification  of  but 
one  feature  of  it.  However,  it  is  admitted  by  many  authorities  that 
the  dance  nearest  in  style  and  figures  to  the  original  hay  survives  in 
the  Sir  Roger  de  Coverley. 

7.  See  Arbeau,  Thoinot,  Orchesography,  pp.  142-144. 
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Figure  i:  Two  long  lines  are  formed  with  the  ladies  in  one  line 
and  gentlemen  in  the  other  facing  each  other. 

Figure  2:  The  gentleman  at  the  top  and  the  lady  at  the  bottom 
advance  toward  each  other  with  light  running  steps.  They  then 
join  right  hands  with  arms  extended  above  their  heads,  turn 
round  each  other,  and  return  to  their  places. 

Figure  2 :  They  repeat  Figure  2,  using  their  left  hands  for  the  turn. 

Figure  4:  The  same  dancers  now  advance  toward  each  other 
again;  the  gentleman  bows,  and  the  lady  curtsies,  and  they 
return  to  their  places. 

Figure  5;  The  top  gentleman  gives  his  right  hand  to  his  partner 
(the  lady  opposite  to  him  in  the  line)  and  his  left  to  the  second 
lady  in  the  line,  while  his  partner,  after  giving  him  her  right 
hand,  gives  her  left  to  the  second  gentleman  in  the  line,  and 
thus  they  continue,  chainwise,  down  the  line  until  they  reach 
the  bottom.  They  then  holdup  their  joined  hands  and  the  joined 
couples  pass  beneath  and  divide,  the  ladies  going  one  way  and 
the  gentlemen  the  other.  The  final  couple,  after  having  passed 
under  the  joined  hands,  remains  and  becomes  the  top  couple, 
and,  the  two  long  lines  having  been  again  formed,  the  dance 
recommences. 

Music:  For  a  traditional  Sir  Roger  de  Coverley  tune,  see  Popular 
Music  oj  the  Olden  Time  (Chappell),  Vol.  II,  p.  535. 


CHAPTER      5 
Music  &  Dance  in  the  Plays 


Ferdinand.  "Where  should  this  music  be?  i'  th'  air,  or  th' 
earth? 
It  sounds  no  more — and  sure,  it  waits  upon 
Some  god  o'  th'  island." 

The  Tempest^  I,  2 


THE  SEARCH  for  the  authentic  musical  setting  for 
lyrics  and  ballads  in  the  plays  of  Shakespeare  reveals  the 
fact  that  very  few  of  these  are  actually  known;  but  it  is  not 
difficult  to  find,  among  the  music  of  the  fifteenth  and  sixteenth  cen- 
turies, airs  which  can  be  adjusted  to  fit  the  metrical  form  of  these 
verses.  The  abundance  of  music  of  the  period  that  has  survived,  in- 
deed, may  be  more  than  a  little  overwhelming  to  the  producer  who 
is  attempting  to  select  suitable  music  for  any  one  particular  play. 
The  suggestions,  therefore,  that  follow  are  designed  to  aid  his  selec- 
tion, but,  be  it  understood,  not  to  reduce  his  further  search  or  to 
curtail  his  delight  in  the  exquisite  music  of  the  time.  Further  sug- 
gestions for  the  appropriate  type  of  Elizabethan  dances,  together 
with  their  music,  are  also  made,  but  by  no  means  claim  to  be 
all-inclusive. 

Histories 

The  music  in  the  histories  is  nearly  all  of  a  martial  character,  and, 
in  order  to  avoid  repetition,  the  musical  requirements  of  each  play 
will  not  be  considered  separately.  An  analysis  of  the  stage  directions^ 

I.  Stage  directions  (for  music)  quoted  in  this  section  are  from  the  Everyman's 
Library  edition  of  the  plays  since  they  are  much  fuller  than  those  in  most  other  edi- 
tions— and  so  more  helpful  to  the  producer. 

Attention  is  called  to  the  fact  that  the  scene  division  of  certain  plays  (for  example, 

256 
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common  to  all  and  suggestions  for  suitable  music  and  instruments 
will,  it  is  hoped,  be  sufficient  guide  for  the  modern  producer.  One 
exception  will  be  made,  however.  The  far  more  elaborate  music 
called  for  in  Henry  VIII  will  be  discussed  separately  and  in  detail  at 
the  end  of  this  section.  Furthermore,  four  plays  will  be  considered 
with  the  histories  in  view  of  the  predominately  martial  character  of 
the  music  called  for  in  their  performance — Julius  Caesar,  Troilus  and 
Cressida,  Antony  and  Cleopatra,  and  Coriolanus.  ( Titus  Andronicus  is  not 
considered  since  its  performance  today  is  unlikely.) 

Alarum 

This  is  usually  found  in  conjunction  with  "excursions,"  a  term 
that  applies  to  marching,  countermarching,  charging,  and  retreat- 
ing of  soldiers.  It  consists  of  shrill  and  prolonged  blasts  on  trumpets, 
accompanied  by  rapid  rolling  of  side  drums.  When  an  uproar  is  in- 
dicated, blows  on  the  kettledrum  and  clashing  of  cymbals  may  be 
added.  Sometimes  the  text  indicates  that  "alarum"  is  sounded  by 
trumpets  alone. 

Charge  {sounded) 

This  should  be  sounded  by  a  trumpet.  The  notes  are  not  known, 
but  the  present-day  military  "charge"  (British)  could  be  used. 

Fanfare,  or  Flourish 

This  is  a  ceremonial  and  prolonged  passage  of  trumpets  usually 
preceding  the  entrance  of  royalty  or  nobility.  It  is  generally  clearly 
indicated  in  such  stage  directions  as  "Flourish  of  trumpets,"  "Sound 
a  flourish,"  "Flourish  and  then  hautboys."  But  it  may  also  have 
been  implied  in  "English  Herald  with  trumpet."  Again,  "Enter 
York  with  trumpet,"  /  Henry  VI,  IV,  3,  may  mean  "with  trump- 
eter," or  "preceded  by  a  trumpet  flourish."  The  music  for  a  short 
flourish  may  be  found  in  Shakespeare  and  Music  (Naylor),  p.  200. 

Antony  and  Cleopatra  and  The  Winter'' s  Tale)  varies  slightly  in  different  editions,  and,  con- 
sequently, the  Everyman's  references  used  here  v/ill  not  alv^ays  apply  exactly  to  other 
editions. 
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For  a  longer  and  more  elaborate  flourish,  see  "Fanfare  for  Trump- 
ets" in  Military  Music  (Kappey),  p.  50. 

Marches 

Dead  March.  This  should  be  a  slow  and  solemn  rhythm  played  on 
muffled  side  drums  "on"  and,  if  possible,  on  kettledrums  "off*."  A 
tolling  bell  would  be  an  appropriate  accompaniment.  The  actual 
tablature  is  doubtful,  but  any  of  the  marches  in  Orchesography 
(Arbeau),  pp.  29-38,  played  in  very  slow  time  could  be  adapted 
for  the  purpose.  It  should  be  used  in  Richard  II,  V,  6;  in  Richard  III, 
I,  2;  and  in  /  Henry  VI,  I,  i,  and  II,  i. 

Military  Marches.  Sometimes  the  directions  for  a  drum  march 
are  clearly  given,  as  in  "Here  sound  an  English  march,"  "A 
march  afar  off,"  "A  march,"  or  "March"  alone.  Sometimes  it  is 
implied  by  such  directions  as  "Drums  and  soldiers,"  "Drums  and 
colors,"  that  entrances  are  made  to  march  time.  The  tablature  for 
such  marches  will  be  found  under  "Ancient  English  Drum  March" 
in  Shakespeare  and  Music  (Naylor),  p.  201. 

Such  directions  as  "Drums  strike  up"  and  "Drums  sound  afar 
off"  refer  to  the  rapid  rolling  of  side  drums. 

Parley 

For  "Trumpets  sound  a  parley,"  the  trumpets  would  be  accom- 
panied by  the  rolling  of  side  drums.  For  the  music,  see  Shakespeare 
and  Music  (Naylor),  p.  176. 

Prologue 

Like  Chorus,  the  Prologue  is  preceded  by  three  long  blasts  on  a 
trumpet. 

Retreat 

This  would  be  sounded  by  a  trumpet  and,  sometimes,  as  in- 
dicated, would  be  accompanied  by  drums.  The  actual  notes  of 
"Retreat"  of  the  period  are  unknown,  but  the  present-day  version 
as  used  in  the  British  army  could  be  substituted. 
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Sennet  {of ten  followed  by  a  flourish) 

This  is  a  trumpet  passage  long  enough  to  allow  for  the  business 
it  has  to  accompany.  It  is  mostly  used  for  processional  entrances 
and  exits,  and,  though  no  music  for  this  is  known,  it  would  not  be 
inappropriate  to  use  a  variation  on  a  fanfare.  See  Military  Music 
(Kappey),  p.  50. 

''Stiir  Music 

This  is  usually  sweet  plaintive  music  played  on  recorders  and 
oboes.  In  Richard  11^  V,  5,  this  would  be  heard  throughout  the 
opening  speech.  "When  griping  grief,"  in  Shakespeare  and  Music 
(Naylor),  p.  187,  or  "Lachrymae  Pavan"  by  John  Dowland,  in 
Dances  of  England  and  France  (Dolmetsgh),  pp.  90-93,  would  both 
be  suitable  for  this  atmospheric  type  of  incidental  music. 

Supernatural  Music 

This  type  of  music  would  be  used  for  background  in  such  scenes 
as  the  raising  of  spirits  in  2  Henry  VI,  I,  4;  to  accompany  the  sym- 
bolic scene  in  j  Henry  VI,  II,  5,  when  the  dead-march  drum  music 
could  be  added  to  the  soft  shrilling  of  flutes  or  oboes;  and  in  Richard 
III,  V,  3,  for  the  entire  scene  when  the  apparitions  of  the  murdered 
arise.  No  definite  tune  for  this  type  of  music  is  suggested.  It  should 
be  as  far  as  possible  a  series  of  eerie  sounds  in  a  wailing  minor  key. 
Flutes  and  the  shivering  of  cymbals  would  be  effective.  Both  "still" 
and  "supernatural"  music  was,  without  doubt,  played  behind  the 
curtains  of  the  top,  or  third-level,  gallery. 

7'ucket 

A  tucket  was  a  signal  for  marching  used  by  cavalry  troops  and 
played  on  brass  instruments.  For  a  French  tucket,  see  Shakespeare 
and  Music  (Naylor),  p.  202. 

"  Winds  his  horn'^ 

This  direction  occurs  in  /  Henry  VI,  II,  3,  and  it  should  be  a 
hunting  call,  music  for  which  can  be  found  in  Shakespeare  and  Music 
(Nayi.or),  p.  203,  and  in    Military  Music  (Kappey\  pp.  58-59. 
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Special  Directions  for  Music  {^'Noise,'^  etc.) 

In  2  Henry  IV,  II,  4,  "Sneak's  Noise"  is  called  in  to  entertain 
FalstafF  and  Doll  Tearsheet.  A  "noise"  was  the  term  used  to  des- 
ignate the  small  bands  of  wandering  musicians  who  haunted  the 
tavernSy  and  such  a  group  now  plays  for  this  supper  party.  They 
might  consist  of  a  couple  of  fiddles  and  a  clarinet,  recorder,  or  oboe. 
It  would  be  appropriate  for  them  to  play  songs  that  were  popular 
in  the  London  streets  at  the  time,  two  good  examples  being  "Green- 
sleeves"  and  "Come  live  with  me."  These  are  both  to  be  found  in 
Shakespeare  and  Music  (Naylor),  the  first  on  page  188  and  the  second 
on  page  182. 

Another  direction,  in  /  Henry  IV,  III,  3,  is  "Falstaff  meets  them 
playing  on  his  truncheon  like  a  fife."  This  means  that  he  holds  his 
truncheon  across  his  lips  and  imitates  a  fife  with  his  voice.  A  very 
improper  song  that  was  highly  popular  about  the  time  of  the  pro- 
duction of  the  play  would  be  just  the  sort  of  tune  that  Falstaff  would 
use  for  this.  It  was  called  "The  Carmen's  Whistle"  and  can  be 
found  in  Shakespeare  and  Music,  p.  188. 

There  are  very  few  songs  actually  sung  in  the  chronicle  plays,  but 
one  in  /  Henry  IV,  III,  i  is  very  unusual.  It  is  sung  in  Welsh  by  a 
lady,  and  the  accompaniment  is  played  on  a  lute  by  a  man.  We 
have  no  way  of  knowing  what  the  song  was,  but  it  should  not  be 
difficult  to  find  a  traditional  Welsh  air  to  which  a  contemporary 
love  song  could  be  sung.  The  accompaniment  could  be  played  on  a 
guitar  or  a  dulcimer. 

In  2  Henry  IV,  V,  3,  Silence  sings  snatches  of  rollicking  songs  in  a 
miserable  voice  with  a  blank  face,  but  the  tunes  for  these  have  not 
survived.  He  might,  however,  quaver  all  these  to  some  popular  air, 
such  as,  for  instance,  "Chevy  Chace"  (also  known  as  "Flying 
Fame"),  which  can  be  found  in  Popular  Music  of  the  Olden  Time 
(Chappell),  Vol.  I,  p.  199.  (Falstaff,  it  will  be  remembered,  sings 
"When  Arthur  first  in  Court"  to  this  tune  as  he  enters  in  2  Henry 
IV,  II,  4.) 

King  Henry  V  (in  Henry  V,  IV,  8)  commands  a  Non  Nobis  and 
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Te  Deum  to  be  sung.  The  singing  could  be  started  loudly  by  all  on 
stage,  fade  on  the  exit,  and  continue  very  softly  through  the  Chorus 
which  opens  Act  V.  Music  can  be  found  in  Grove's  Dictionary  of 
Music  and  Musicians,  Non  Nobis  in  Vol.  II,  pp.  642-643,  and  Te  Deum 
in  Vol.  V,  p.  295. 

Henry  VIII 

Act  /,  scene  2.  '^^  Cornets  J  ^ 

This  is  unusual,  for  the  flourish  here  indicated  is  usually  sounded 
by  trumpets.  These  "entrance'*  fanfares  could  be  sounded  by  two 
heralds,  one  in  either  window  stage,  with  fine  effect. 

Act  I,  scene  4,  '^ Hautboy s.^^ 

This  could  be  a  sennet  of  cornets  while  the  banquet  is  being  set 
and  again  during  Cardinal  Wolsey's  entrance.  The  direction  of 
"Drum  and  trumpet:  chambers  discharged"  could  be  carried  out 
"off^'  with  a  prolonged  trumpet  blast  accompanied  by  rapid  rolling 
of  side  drums  and  single  violent  bangs  on  the  kettledrum. 

''^Hautboys.  Enter  the  King  and  others  as  masquers  habited  like  shepherds. '*'* 

A  very  effective  pastoral  note  could  be  introduced  by  the  use  of 
panpipes,  or  pipe  and  tabor  for  this  entrance.  The  music  that  is 
used  for  the  dance  a  little  later  could  be  played. 

''^  They  choose  [ladies for  the  dance].  The  King  chooses  Anne  Bullen.  ,  .  . 
Music.  Dance. '^'^ 

As  the  King  and  his  courtiers  represent  shepherds,  the  most  ap- 
propriate dance  would  be  the  Branle  du  Haut  Barrois  (see  page  251). 
Any  contemporary  tune  in  common  time  will  be  right  for  this  dance 
music,  but  by  far  the  most  appropriate  would  be  "The  Kyng's 
Masque,"  which  can  be  found  in  Shakespeare  in  Music  (Elson),  p. 
145.  This  music  could  be  played  again  for  the  general  exit  at  the 
end  of  the  scene,  which  in  turn  should  be  followed  by  a  distant 
flourish. 
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Act  II,  scene  i.  '^ Enter  Buckingham  from  his  arraignment,^^ 

The  procession  should  enter  very  slowly  to  the  sound  of  muffled 
drums.  A  tolling  bell  in  the  distance  should  sound  throughout  the 
scene.  The  drums  should  cease  when  Buckingham  begins  to  speak 
and  start  again  only  on  the  general  exit. 

Act  II,  scene  4,  "  Trumpets,  sennet,  and  cornets.'*^ 

This  suggests  a  flourish  of  trumpets  heard  "off,"  and  then  the 
two  heralds  could  appear  in  the  window  stages  as  before  and  could 
play  a  sennet  through  the  business  that  follows. 

Act  III,  scene  /.  "  Take  thy  lute,  wench;  my  soul  grows  sad  with  troubles: 
Sing  and  disperse  ''em,  if  thou  canst. "^"^ 

A  singer  who  can  accompany  herself  is  essential  here.  If  an  alto 
lute  is  not  available,  a  guitar  is  a  good  substitute.  The  song  "Or- 
pheus with  his  lute"  is  believed  to  have  been  written  by  John 
Fletcher,  and  since  the  original  tune  has  not  survived,  it  would  be 
appropriate  to  sing  it  to  the  melody  which  Robert  Johnson  com- 
posed for  another  lyric  of  Fletcher's  called  "Care-charming  sleep." 
This  can  be  found  in  Melody  and  the  Lyric  (Gibbon),  p.  125. 

Act  IV,  scene  /.  "  The  order  oj  the  Coronation.'*'^ 

After  the  flourish  of  trumpets  played  by  the  heralds  in  the  window 
stages,  the  choristers  are  heard  singing  in  the  distance.  They  can 
sing  "O  Lord,  the  Maker  of  all  things,"  the  words  of  which  are 
attributed  to  Henry  VIII  and  music  to  William  Mundy.  This  can 
be  found  in  Boyce^s  Cathedral  Music.  Or  they  might  sing  "Rex  glo- 
riose  Martyrum,"  which  can  be  found  in  Latin  in  Melody  and  the 
Lyric  (Gibbon),  p.  7,  and  in  English  in  The  English  Hymnal  (No.  183). 

The  procession  follows  in  the  order  indicated  to  the  sound  of 
pompous  and  splendid  music.  This  is  one  place  where  a  phonograph 
might  be  used  with  very  fine  eff'ect,  since  it  would  be  practically 
impossible  to  have  a  group  of  musicians  off"  stage  who  could  do 
justice  to  the  type  of  music  required.  In  the  collection  of  recorded 
music  known  as  ^^ U Anthologie  Sonore,^^  there  is  a  record  of  Melchior 
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Franck's,  "Pavana,  Tantz,  and  Intrada,"  that  would  be  admirable 
for  this  purpose  (see  page  323,  The  Instrumental  Suite  at  the  Beginning  of 
the  lyth  Century).  This  music  should  die  down  during  the  duologue 
of  the  First  and  Second  Gentlemen,  swell  again  to  a  fine  crescendo, 
and  fade  again  on  the  general  exit,  after  which  the  heralds  should 
play  a  final  flourish  as  the  scene  closes. 

Act  IV,  scene  2.  '^Sad  and  solemn  music.  Vision.'*'' 

The  music  should  accompany  the  dance  and  the  symbolic  dumb 
show  and  die  away  very  gently  during  the  sixteen  lines  of  dialogue 
which  follow.  This  "supernatural"  music  should  be  played  by 
stringed  instruments,  such  as  cello,  violas,  and  harp,  by  musicians 
hidden  in  the  minstrels'  gallery  or  in  one  of  the  window  stages.  The 
mime  dance  is  minutely  described  in  the  stage  directions  and  needs 
no  further  explanation  beyond  saying  that  all  sections  of  the  mime 
should  be  linked  by  the  soft  gliding  steps  of  the  pavan.  In  Dances  oj 
England  and  France,  Mabel  Dolmetsch  has  suggested  that  the  music 
for  this  Vision  might  well  be  "Lachrymae  Pavan"  by  John  Dowland 
and  has  included  an  admirable  arrangement  of  the  words  and 
music,  pages  90-93.  (See  also  the  score  for  this  music  listed  on  page 
317.)  Another  appropriate  air  would  be  "O  Death,  rock  me  on 
sleep,"  which  can  be  found  in  Melody  and  the  Lyric  (Gibbon),  p.  34, 
and  in  Popular  Music  of  the  Olden  Time  (Chappell),  Vol.  I,  p.  238. 

Act  V,  scene  5 

The  music  already  suggested  for  the  coronation  scene  might  well 
be  used  for  the  christening  ceremony  preceded  by  the  fanfare  by 
the  heralds,  continuing  softly  through  the  dialogue,  swelling  again 
on  the  final  exit,  the  scene  closing,  as  before,  with  the  fanfare  of 
trumpets  played  by  the  heralds. 

Julius  Caesar 
Act  I,  scene  2 

The  ceremonial  music  that  accompanies  the  processional  en- 
trance in  the  opening  of  this  scene  should  be  of  a  florid  character. 
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It  is  not  necessary  for  the  musicians  to  appear  on  the  stage,  but 
they  can  be  directed  from  the  stage  when  to  die  down  in  order  that 
Caesar  may  be  heard.  Casca's  "Peace  ho!  Caesar  speaks,"  if  called 
sufficiently  loudly,  might  serve  the  purpose.  Again,  Caesar's  "Set 
on;  and  leave  no  ceremony  out"  might  be  loud  enough  for  them  to 
hear  and  to  play  as  before,  and  Casca's  "Peace  yet  again!"  for 
them  to  stop  altogether.  Music  for  processional  purposes  of  the 
period  will  be  found  in  Military  Music  (Kappey),  pp.  73-74.  Wind 
instruments  would  be  best.  As  the  procession  passes  off  stage,  a 
sennet  is  sounded,  according  to  stage  directions,  but  there  seems  no 
reason  why  the  music  which  accompanied  the  entrance  should  not 
also  accompany  this  exit. 

''Flourish.  Shout.''  Offstage. 

''Shout.  Flourish.''  Offstage. 

The  re-entrance  of  Caesar  and  his  train  seems  to  call  for  a  sennet 
since  one  is  called  for  on  their  final  exit. 

Act  I,  scene  j 

Drums  will  be  needed  for  "Thunder"  in  the  opening  of  this  scene 
and  for  Act  II,  scene  2. 

Act  III,  scene  2 

At  the  end  of  this  scene  the  body  of  Caesar  might  be  carried  out 
to  a  dead  march  on  muffled  drums  (see  page  258).  The  same  might 
be  sounded  when  the  body  is  brought  on  stage  and  again  when  it  is 
taken  off  at  the  end  of  the  scene. 

Act  IV,  scene  2 

A  drum  march  is  heard  off  stage,  and  the  drummers  come  on 
and  continue  playing  until  Brutus  and  his  officers  and  men  have 
entered.  The  drum  march  heard  off  stage  that  accompanies  Cassius 
and  his  soldiers  should  be  different  from  the  one  heard  for  Brutus. 
For  various  drum  rhythms,  see  Orchesography  (Arbeau),  pp.  29-38. 
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Act  IV,  scene  j 

Lucius  sings  to  his  own  accompaniment.  We  do  not  know  what 
song  was  sung,  but,  after  hearing  it,  Brutus  says,  "This  is  a  sleepy 
tune,"  which  indicates  the  type  of  song  it  must  have  been.  A  song 
that  would  fulfill  this  requirement  and  be  in  keeping  with  the 
atmosphere  of  the  scene  would  be  "O  Death,  rock  me  on  sleep."  See 
Popular  Music  of  the  Olden  Time  (Chappell),  Vol.  I,  p.  238  and  in 
Melody  and  the  Lyric  (Gibbon),  p.  34. 

Act  V,  Scene  i 

"Supernatural"  music  might  accompany  the  entrance  of  the 
ghost  (see  page  259).  Drum  taps  should  accompany  the  marching  for 
positions  in  the  opening  of  the  battle,  but  Brutus  and  his  army 
should  enter  to  a  drum  march. 

Act  F,  scene  2.  ^^ Alarum. ^^ 

Act  V,  scene  j.  ^""Alarum^  ''^ Alarum.^'  '^Low  alarum.^^ 
Act  V,  scene  4.  '''^ Alarum. ""^ 

Act  V,  scene  ^.  '^Low  alarums'^ — continuing  until  Brutus  dies;  then 
^^Retreat^''  is  sounded.  For  martial  music,  see  pages  257-259. 

Troilus  and  Cressida 

Three  trumpet  blasts  should  precede  the  entrance  of  the  Prologue. 
For  descriptions  of  the  martial  music  mentioned  below,  see  pages 
257-259- 

Act  /,  scene  i.  ''Alarum''^  (three  times). 
Act  I,  scene  2.  "^  retreat  sounded?"^ 
Act  /,  scene  j 

^^ Sennet'^  for  the  entrance  of  the  warriors  to  the  council.  A 
''tucket^^  for  the  Trojan  herald,  Aeneas.  Later  Aeneas  says  to  his 
trumpeter,  who  has  evidently  entered  with  him, 

"Trumpet,  blow  aloud, 
Send  thy  brass  voice  through  all  these  lazy  tents," 

and  the  sounding  that  follows  should  be  strong  and  rousing. 
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Act  II,  scene  2 

Although  not  stated,  there  should  be  a  flourish  for  the  entrance 
of  Priam  and  the  Court. 

Act  III,  scene  i 

In  this  scene  we  have  music  heard  off  stage,  and  a  very  little  later 
the  musicians,  still  playing,  are  on  the  stage.  The  explanation  is 
obvious.  The  opening  of  the  scene  is  on  the  middle  stage,  and  the 
curtains  of  the  inner  stage  are  drawn  to  discover  Helen,  Paris,  and 
Musicians;  Helen  and  Paris  move  to  the  middle  stage  as  they 
greet  Pandarus,  leaving  the  musicians  on  the  inner  stage;  Pandarus 
speaks  of  the  music  as  "good  broken  music,"  meaning  music 
played  well  by  different  kinds  of  instruments.  Plucked  stringed 
instruments  and  recorders  would  be  a  correct  combination,  and,  if 
possible,  one  of  the  stringed  instruments  should  be  a  lute  or  a 
guitar,  which  Pandarus  later  borrows  to  accompany  himself.  The 
music  for  the  opening  of  the  scene  could  be  a  popular  tune  such  as 
"Light  of  Love"  (see  Fifty  Shakespere  Songs  and  Popular  Music  of  the 
Olden  Time  (Chappell),  Vol.  I,  p.  224)  or,  if  something  formal  is 
considered  more  in  keeping  with  the  scene,  "A  Measure"  from  the 
Giles  Lodge  Lute  Book  (1570),  which  can  be  found  in  Dances  of 
England  and  France  (Dolmetsch),  pp.  53-54,  would  be  very  charm- 
ing played  by  strings  and  wind  instruments.  The  music  for  "Love, 
love,  nothing  but  love"  is  unknown,  but  the  words  can  be  sung 
to  the  tune  used  for  "Come,  sweet  love,  let  sorrow  cease"  if  the  last 
six  bars  are  repeated.  This  tune,  well  known  in  Shakespeare's  day, 
can  be  found  in  Popular  Music  of  the  Olden  Time,  Vol.  I,  p.  240.  At 
the  end  of  this  scene  a  ^Wetreat^^  is  sounded. 

Act  III,  scene  5.  '"''Flourish.''^ 

Act  IV,  scene  4.  "^  trumpet  sounds.^^ 

The  trumpet  that  is  sounded  is  "Hector's  trumpet,"  and  this 
should  be  an  individual  flourish. 
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Act  IV,  scene  J.  ^^  Trumpet  sounds.''^ 

There  is  no  need  to  describe  the  type  of  sounding  made  by 
Ajax's  trumpeter;  the  lines  themselves  say  all: 

"Thou,  trumpet,  there's  my  purse. 
Now  crack  thy  lungs,  and  split  thy  brazen  pipe: 
Blow,  villain,  till  thy  sphered  bias  cheek 
Outswell  the  colic  of  puffd  Aquilon. 
Come,  stretch  thy  chest,  and  let  thy  eyes  spout  blood." 

The  notes  should  be  those  of  the  Greek  camp  call — not  the  same  as 
those  of  '^Trumpet  within"  which  come  later  before  Hector's 
entrance  of  the  Greek  Camp,  those  being  "the  Trojan's  trumpet." 
The  '^alarum"  during  the  fight  is  evidently  sounded  without  drums, 
since  a  little  later  the  direction  is  ^''Trumpets  cease.'''' 

Act  V,  scene  4.  ''^Alarums.  Excursions." 
Act  V,  scene  8.  "^  retreat  sounded"  (twice). 
Act  V,  scene  g 

There  is  no  direction  for  the  rolling  of  drums,  but  this  is  evi- 
dently an  omission  since  Nestor  orders  "Peace,  drums." 

Antony  and  Cleopatra 

The  entrances  of  the  world-known  figures  in  this  play  are  all 
preceded  by  florid  trumpet  flourishes.  It  would  be  as  well  to  use  at 
least  three  different  fanfares  for  these  in  order  to  anticipate  the 
entrances  of  the  three  chief  characters — Octavius,  Antony,  and 
Cleopatra — in  the  quickly  moving  scenes.  A  further  one  might  be 
used  for  Pompey. 

The  various  battle  scenes  are  suggested  by  ''Trumpets  sound" 
""Flourish"  ''Retreat  ajar  of."  (For  these,  see  pages  257-258.) 

Act  II,  scene  7.  ^^ Music  plays." 

A  banquet  is  brought  on  and  arranged  to  the  sound  of  music. 
That  this  music  is  played  "off"  seems  certain  since  it  should  be 
distant  enough  not  to  interfere  with  the  dialogue  of  the  servants  as 
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they  go  about  their  business.  It  should  be  stately,  ceremonial  music 
ending  in  a  swelling  and  prolonged  sennet  as  Caesar,  Antony,  and 
the  Captains  enter  and  seat  themselves.  Suitable  sixteenth-century 
music  for  this  purpose  can  be  found  in  Military  Music  (Kappey), 
pp.  72-74. 

The  song  sung  by  the  boy  at  the  above  banquet  is  no  rollicking 
drinking  song,  in  spite  of  the  scene  which  follows,  but  a  hymn  to 
Bacchus,  possibly  based  on  a  classical  model.  The  music  is  un- 
known, but  it  could  be  sung  to  "If  all  the  ages  of  the  earth,"  a 
melody  composed  by  Alfonso  Ferrabosco  in  1609  and  used  in  the 
splendid  Masque  of  Queens.  This  can  be  found  in  Ayres  by  Alfonso 
Ferrabosco  the  Younger,  or  in  Melody  and  the  Lyric  (Gibbon),  p.  143. 
It  would  seem  from  Enobarbus's  order 

"All  take  hands. 
Make  battery  to  our  ears  with  the  loud  music" 

that  there  is  an  instrumental  accompaniment,  and  no  doubt  this 
was  played  by  wind  instruments.  "The  holding  every  man  shall 
bear"  is  an  order  to  everyone  to  join  in  the  chorus. 

At  the  end  of  this  scene,  there  is  one  rather  rare  stage  direction, 
which  consists  of  the  sounding  of  a  flourish  with  drums;  if  possible 
this  should  be  sounded  by  a  trumpet  accompanied  by  rapid  rolling 
of  side  drums. 

Act  III,  scene  10 

The  ^'noise  of  a  sea  Jight'^  in  this  scene  will  be  more  a  concern  for 
the  property  man  than  for  the  musicians,  and  calls  only  for  the  side 
drums  and  kettledrums  to  aid  in  the  uproar. 

Act  IV,  scene  5 

The  strange  music  heard  by  the  soldiers  on  guard  is  described  as 
that  of  '^hautboys  as  under  the  stage. ^^  If  possible  this  hint  should  be 
followed,  or  a  microphone  and  loud-speaker  attachment  could  be 
used.  In  this  latter  case  the  music  could  be  placed  below  the  stage  or 
behind  one  of  the  pillars.  For  this  eerie  sound,  wind  instruments, 
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such  as  recorders,  clarinets,  or  oboes,  should  be  used,  with  a 
shivering  of  cymbals  to  accompany  a  series  of  strange  and  unrelated 
sounds.  Any  definite  musical  form  should  be  avoided. 

Act  IV,  scene  g 

There  is  one  stage  direction  in  this  scene  that  might  be  altered 
to  give  greater  dramatic  effect.  The  soldiers  are  trying  to  wake  the 
dead  Enobarbus,  thinking  he  is  only  asleep,  when  ''^ drums  afar  off^ 
are  heard  rousing  the  camp.  If,  instead  of  drums,  a  reveille  could 
be  sounded  by  a  muted  cornet  off  stage,  the  tragedy  of  Enobarbus's 
death  would  be  touched  by  even  more  plaintive  irony. 

CORIOLANUS 

This  play  has  more  stage  directions  for  music  than  any  other 
play  of  Shakespeare's.  It  is  all,  with  one  exception,  martial  music 
that  is  called  for,  and  most  of  it  is  of  a  robust  character;  in  fact,  one 
direction  (Act  V,  scene  4)  calls  for  a  positive  uproar  of  brass, 
drums,    and    shouts.    (For    details    on    martial    music,  see    pages 

257-259-) 

Act  /,  scene  4.  '''^ Drums  and  colors.^''  "  They  sound  a  parley.'*^  ^^Drum 
afar  offP  '^Alarum  afar  off.''  ''Alarum.''  ''Another  alarum." 
"Alarum  continues." 

Act  I,  scene  5.  "Alarum  continues  still  afar  off." 

This  "still"  is  explained  by  the  fact  that  there  is  no  break  between 
scenes  4  and  5,  and  the  alarum  in  scene  4  is  the  one  still  heard  in 
scene  5. 

Act  7,  scene  7.  "Drum  and  trumpet.^^ 

Act  I,  scene  g,  "Flourish.  Alarum.  A  retreat  is  sounded."   "A  long 

flourish."  "Flourish.  Trumpets  sound  and  drums." 
Act  I,  scene  10.  "A  Flourish.  Cornets." 
Act  II,  scene  i.  "A  Sennet.  Trumpets  sound."  "Flourish."  "Flourish. 

Cornets." 
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Act  11^  seem  2.  "-4  Sennet,''''  ^''Flourish  of  cornets.'''' 

Act  III,  scene  i,  ^' Cornets,''^  for  the  entrance  of  Coriolanus. 

Act  IV,  scene  5.  ^^ Music  within.''^ 

This  music  is  being  played  at  the  feast  off  stage  and  should  be 
free  and  gay  in  contrast  with  the  scene  between  the  surly  servants 
and  the  disguised  Coriolanus  on  stage.  There  is  a  "French  March" 
(1660)  in  Military  Music  (Kappey),  pp.  78-79,  that  would  serve  the 
purpose  very  well  and  would  not  seem  incongruous  in  a  play  so 
predominantly  martial  in  character.  If  a  milder  type  of  music  is 
required  by  the  producer,  "La  Magdalena,"  a  basse  dance  for  four 
instruments  (1530),  would  not  be  too  incongruous  if  played  on  wind 
and  stringed  instruments.  This  can  also  be  found  in  Military  Music 
(Kappey),  pp.  19-20. 

Act  V,  scene  4.  '' Trumpets;  and  hautboys;  drums  beat;  all  together.''' 

''Music  still  with  shouts. '^ 
Act  V,  scene  ^.  ''A  flourish  with  drums  and  trumpets.^' 
Act  V,  scene  6.  ''Drums  and  trumpets  sound  with  great  shouts  of  the 

people.''''  "Drums  and  colors.^'  "Exeunt  bearing  the  body  of  Coriolanus . 

A  dead  march  sounded. '^ 

Tragedies 
Romeo  and  Juliet 

The  traditional  three  blasts  on  a  trumpet  precede  the  entrance  of 
Chorus  to  speak  the  Prologues  to  Acts  I  and  II,  and,  though  it  is 
not  stated,  it  is  more  than  likely  that  a  ceremonial  flourish  preceded 
the  three  entrances  of  the  Prince. 

Act  7,  scene  4 

The  gaiety  that  pervades  the  "ancient  feast"  at  the  palace  of  the 
Capulets  (Act  I,  scene  5)  is  anticipated  by  the  masking  scene  that 
precedes  it  (Act  I,  scene  4).  Here  we  have  two  lighthearted  young 
men  with  their  lovelorn  companion  on  the  way  to  gate-crash  the 
masked  ball  in  the  palace  of  their  enemies.  Accompanied  by  their 
torch-bearing  pages,  we  see  them  pause  in  the  street  and,  out  of 
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sheer  high  spirits,  fire  verbal  squibs  and  declaim  exquisite  poetry. 
The  pages  hand  them  masks  and  dominoes  and,  on  order,  strike  up 
their  tabors;  now,  to  the  lively  drumbeats,  all  journey  round  the 
stage  (for  this  business,  see  footnote  13,  page  19).  If  the  tempo  is 
duple,  Benvolio  and  Mercutio  could  use  a  lively  courante  step  while 
Romeo  could  languidly  bring  up  the  rear  walking  in  slow  time. 

Act  /,  scene  5.  ''^ Music  plays  and  they  dance. '^^ 
The  boisterous  orders  of  Capulet, 

"Come,  musicians,  play. 
A  hall!  a  hall!^  give  room,  and  foot  it,  girls," 

and  the  fact  that  during  the  dance  he  calls  for  yet  more  room  and 
orders  the  fire  to  be  quenched  as  the  hall  has  grown  too  hot,  all 
suggest  a  dance  of  vigorous  movement  and  swift  pace.  For  these 
reasons  it  might  be  well  to  start  with  a  courante,  which  could  then, 
by  altering  from  duple  to  triple  time,^  go  into  a  galliard.  This  latter 
dance  allows,  in  a  remarkable  way,  for  the  required  stage  business: 
Juliet,  with  the  other  ladies,  can  dance  her  solo  across  the  stage 
toward  the  place  where  Romeo  is  standing,  and,  as  she  comes 
toward  him,  he  can  ask  the  servingman  who  she  is.  While  her  back 
is  toward  him  and  her  partner  is  dancing  his  first  measures  before 
her,  Romeo  can  speak  his  praise  of  her  beauty  almost  in  her  ear, 
while  she,  by  a  backward  inclination  of  her  head,  can  indicate  that 
she  is  listening.  The  quarrel  between  Capulet  and  his  nephew 
Tybalt  would  then  occur  during  the  time  that  Juliet  is  dancing  to 
the  other  side  of  the  stage  followed  by  her  partner,  who  dances  his 
second  set  of  measures  before  her.  She  could  then  return  again  to 
where  Romeo  stands,  and,  after  another  brief  measure  danced  by 
her  partner,  there  would  be  a  general  reverence  as  the  dance  con- 
cludes. Juliet's  partner  is  surely  Benvolio,  who  has  sworn  that  at 
this  ball  he  will  show  Romeo  beauties  that  will  eclipse  his  Rosaline, 
and  now,  at  the  end  of  the  dance,  he  brings  Juliet  to  Romeo,  who 

2.  Clear  a  space. 

3.  The  time  of  the  courante  as  given  by  Arbeau  is  duple;  Mrs.  Dolmetsch,  however, 
gives  it  as  triple.  If  the  latter  is  used,  the  transition  to  the  galliard  will  be  simple. 
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takes  her  hand  and  leads  her  to  the  forestage  where  the  first  love 
scene  takes  place.  In  the  meantime  music  plays  softly  as  the  rest  of 
the  company  break  into  groups,  talking  and  exchanging  bows  and 
pleasantries. 

In  regard  to  the  music,  if  the  courante  is  danced  in  triple  time, 
appropriate  ones  would  be  an  "English  Corranto"  of  the  sixteenth 
century,  which  can  be  found  in  Dances  of  England  and  France  (Dol- 
metsch),  pp.  134-135,  and  two  lively  ones  in  Pre-classic  Dance  Forms 
(Horst),  pp.  45-46.  If  the  duple  time  is  used,  a  pavan  played  in 
quick  time — a  passamezzo — would  be  best.  Best  of  all,  however, 
would  be  a  pavan  en  suite — that  is,  one  that  goes  into  a  galliard  by  a 
change  of  time  but  not  of  melody.  "St.  Thomas's  Wake"  would  be 
admirable  for  this  and  can  be  found  in  Shakespeare  and  Music 
(Naylor),  pp.  194-196.  (For  a  suggested  recording  of  a  pavan  and 
galliard,  see  page  324,  French  Dances  of  the  i6th  Century.) 

As  to  the  musicians,  they  are  evidently  in  sight,  but  as  all  floor 
space  is  needed  for  the  dancers  and  the  lookers-on,  it  would  be  as 
well  to  put  them  on  the  balcony  stage.  If  possible  they  should  play 
stringed  instruments,  such  as  violins  and  guitars,  with  perhaps  a 
recorder  or  two. 

Act  II,  scene  4 

Mercutio  sings  "An  old  hare  hoar,"  and,  though  we  have  no  idea 
of  the  tune  he  originally  used,  it  could  be  sung  to  the  then  popular 
air  of  "The  Staines  Morris  Tune,"  which  can  be  found  in  Popular 
Music  of  the  Olden  Time  (Chappell),  Vol.  I,  pp.  125-126.  His  exit 
song  with  its  mocking  refrain  of  "Lady,  lady,  lady"  is  evidently  the 
final  bars  of  "There  dwelt  a  man  in  Babylon"  and  can  be  found  in 
Shakespeare  and  Music  (Naylor),  p.  183. 

Act  IV,  scene  4.  ^^ Music  within^ 

At  the  end  of  this  scene,  the  musicians  that  are  being  brought  by 
County  Paris  to  play  for  his  wedding  are  heard  playing  off  stage. 
It  would  be  according  to  custom  for  them  to  play  a  "hunt's  up." 
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Moreover,  the  liveliness  of  such  music  would  create  poignant 
dramatic  irony,  since  the  audience  knows  that  there  is  to  be  no 
joyous  bridal  for  the  expectant  bridegroom.  A  "hunt's  up"  will  be 
found  in  Popular  Music  of  the  Olden  Time  (Chappell),  Vol.  I,  p.  60. 

Act  IV,  scene  5.  ^^ Enter  Friar  Laurence  and  Paris,  with  Musicians.^^ 

The  group  of  musicians  that  enters  with  Paris  could  be  the  same 
as  that  seen  at  the  Capulets'  ball,  if  we  consider  that  it  was,  sup- 
posedly, a  band  of  independent  minstrels  hired  for  special  occasions 
by  the  nobility.  Care  must  be  taken  that  they  carry  wind  instru- 
ments only  since  one  remarks,  "Faith,  we  may  put  up  our  pipes  and 
be  gone."  Peter  evidently  quotes  "When  griping  grief  the  heart  doth 
wound,"  but  if  he  had  a  mind  to  sing  it,  the  music  can  be  found  in 
Shakespeare  and  Music  (Naylor),  p.  187. 

Hamlet 

The  usual  ceremonial  flourish  precedes  the  entrances  and  exits 
of  the  Court  in  Act  I,  scene  2  and  Act  II,  scene  2,  and  there  is  a 
''^flourish  of  trumpets  and  ordnance  shot  of  within^'*  in  Act  I,  scene  4  which, 
the  text  explains,  accompanies  the  King  "as  he  drains  his  draughts 
of  Rhenish  down."  This  is  again  repeated  when  the  King  ironically 
drinks  to  Hamlet's  health  in  the  duel  scene  (Act  V,  scene  2).  These 
flourishes  should  be  sounded  by  trumpets  or  cornets  accompanied 
by  rapid  rolling  on  side  drums.  For  the  "ordnance,"  thumps  on  the 
kettledrum  will  be  more  effective  than  firearms. 

Act  III,  scene  2.  ^''Danish  march.  A  flourish.^'' 

The  Danish  march  that  accompanies  the  entrance  of  the  Court 
to  see  the  play  has,  unfortunately,  not  survived;  however,  very 
appropriate  music  for  processional  purposes  can  be  found  in  Mili- 
tary Music  (Kappey),  pp.  78-79. 

The  ^^hautboys^^  that  accompany  the  dumb  show  should  emit  a 
shrill  screaming  sound  such  as  a  fife  can  give,  and  no  attempt  at  a 
melody  should  be  introduced. 

The  three  blasts  that  herald  the  Prologue  should  be  light  in 
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quality — cornets  instead  of  trumpets — and  less  florid  than  those 
used  for  the  Court  ceremony. 

Act  IV,  scene  5 

The  snatches  of  song  sung  by  Ophelia  here  and  by  the  Grave- 
digger  in  Act  V,  scene  i  are  ballads  popular  in  Shakespeare's  day, 
set  to  old  folk  tunes.  Fortunately  we  have  a  very  good  idea  of  these 
from  the  fact  that  many  of  them  were  used  as  the  airs  for  more 
elaborate  compositions  by  the  fine  musicians  of  the  time. 

Ophelia  sings,  "How  should  I  your  true  love  know,"  and  goes  on 
to  sing  three  stanzas  interspersed  with  dialogue.  This  is  one  of  the 
many  ballads  that  grew  up  round  the  pilgrimages  to  the  shrine  of 
Walsingham.  The  words  are  a  mere  echo  of  a  ballad  written  by 
Thomas  Deloney,  a  contemporary  of  Shakespeare.  The  tune,  known 
as  "Walsingham,"  was  used  for  compositions  for  the  virginals  by 
John  Bull  and  William  Byrd,  and  by  John  Dowland  for  a  setting 
for  the  lute.  The  simple  form  of  the  air,  as  sung  by  Ophelia,  can  be 
found  in  Melody  and  the  Lyric  (Gibbon),  p.  47;  Shakespeare  and  Music 
(Naylor),  pp.  189-190;  Popular  Music  of  the  Olden  Time  (Chappell), 
Vol.  I,  p.  236.  The  three  stanzas,  as  quoted  in  the  play,  may  be 
from  different  ballads  or  from  different  versions  of  the  same  ballad, 
and  this  would  be  a  skillful  indication  to  an  Elizabethan  audience  of 
the  confusion  in  Ophelia's  mind.  That  she  also  sings  "Tomorrow  is 
Saint  Valentine's  Day,"  a  ribald  popular  song,  is  another  indication 
of  known  symptoms  in  female  madness.  The  music  can  be  found  for 
this  in  Melody  and  the  Lyric,  p.  107. 

On  Ophelia's  re-entrance  she  sings  another  three  lines  of  the 
Walsingham  ballad,  starting  "They  bore  him  bare-fac'd  on  the 
bier."  Her  reference  to  a  song  with  a  refrain  of  "Down  a-down,  and 
you  call  him  a-down-a"  is  unknown,  but  it  is  possible  that  she  only 
speaks  the  words  in  any  case.  "For  bonny  sweet  Robin  is  all  my 
joy"  is  all  that  is  known  of  a  song  "My  Robin  is  to  the  greenwood 
gone,"  but  the  music  is  extant  and  can  be  found  in  Shakespeare  and 
Music,  p.  191,  and  in  Popular  Music  oj  the  Olden  Time,  Vol.  I,  p.  234. 
"And  will  he  not  come  again?"  has  been  recognized  as  words  sung 
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to  an  old  dance  tune^  known  as  "The  Milkmaids'  Dump"  and,  in 
The  English  Dancing  Master,  as  "The  Merry  Milkmaids."  For  the 
music,  see  Popular  Music  of  the  Olden  Time,  Vol.  I,  p.  237. 

Act  V,  scene  i 

The  Gravedigger's  song,  "In  youth  when  I  did  love,"  is  a  frag- 
ment from  Lord  Vanse's  "The  Image  of  Death,"  to  which  there  are 
several  traditional  tunes,  two  of  which  can  be  found  in  Popular 
Music  of  the  Olden  Time  (Chappell),  Vol.  I,  p.  217. 

Act  V,  scene  2.  ^^ March  afar  off,  and  shot  within?'' 

At  the  beginning  of  Act  IV,  scene  4,  when  Fortinbras,  a  Captain, 
and  Soldiers  enter  marching,  it  will  be  noticed  that  there  is  no  indi- 
cation of  military  music.  This  is  to  be  explained  by  the  fact  that 
they  merely  wish  to  cross  Denmark  on  their  way  to  fight  in  Poland 
and  have  to  obtain  permission  from  the  King  to  do  so.  The  point 
is  made  doubly  clear  by  the  absence  of  the  usual  "drums  and 
colors"  and  by  Fortinbras's  order  to  the  soldiers  to  "Go  softly  on." 
All  this  is  in  direct  contrast  to  the  return  of  Fortinbras  and  his  army 
after  his  successful  campaign  when,  on  his  meeting  with  the  English 
ambassadors  to  Denmark — off  stage — "a  march  afar  off  and  shot 
within''*  are  heard.  Then  Fortinbras  enters  ''^with  drum  and  colors."*^ 

The  '"'dead  march""  for  the  final  exit  should  be  played  on  muffled 
drums.  The  tablature  for  this  can  be  found  in  Shakespeare  and  Music 
(Naylor),  p.  201.  It  goes  without  saying  that  this  "Ancient  English 
Drum  March"  should  be  played  very  slowly.  For  '^a  peal  of  ordnance 
.  .  .  shot  off,"*"*  kettledrums  can  be  used. 

Macbeth 

Act  7,  scene  i.  ''^Thunder.'*'* 

The  "thunder"  preceding  the  appearance  of  the  Witches  in  this 
scene,  and  again  in  scene  3,  could  be  effectively  produced  by  the 
kettledrum. 

4.  It  is  possible  that  the  dance  tune  grew  out  of  the  song  version. 
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Act  I,  scene  2.  ^^ Alarum  within^ 

This  is  evidently  sounded  by  the  trumpet  alone  and  is  something 
in  the  nature  of  a  flourish  heralding  the  entrance  of  the  King  with 
his  sons  and  attendants. 

Act  /,  scene  3,  ^^  Thunder .''''  ^^Drum  within?'' 

For  "thunder"  use  the  kettledrum  as  in  scene  i.  The  "drum 
within"  just  before  Macbeth's  entrance  should  be  made  by  rapid 
rolling  on  the  side  drum. 

Act  7,  scene  4 

A  '''flourish''^  precedes  the  entrance  of  the  King  and  his  attendants 
and  accompanies  their  exit. 

Act  7,  scene  5 

A  very  effective  impression  could  be  made  if,  on  Lady  Macbeth's 
line  "Hie  thee  hither,"  a  trumpet  could  be  heard  in  the  distance 
suggesting  that  Macbeth  is  already  within  sight  of  the  castle  and 
his  coming  is  being  heralded  by  his  trumpeter. 

Act  7,  scene  6.  ^'Hautboys  and  torches.^^ 

The  musicians,  who,  with  the  torchbearers,  open  thcscene,  are 
playing  hautboys,  according  to  the  text,  but  surely  had  it  been 
possible,  bagpipes  would  have  been  used,  both  here  and  in  the 
opening  of  scene  7.  Their  use  in  a  modern  production  would  be 
correct  and  effective. 

Act  7,  scene  7.  ^''Hautboys  and  torches?'^ 
See  Act  I,  scene  6. 

Act  III,  scene  i.  ''''Sennet  sounded."*^ 

Here  is  another  example  of  the  long  flourish  that  accompanies 
the  ceremonial  entrance  and  seating  of  a  Court.  A  magnificent 
prolonged  flourish  may  be  found  in  Military  Music  (Kappey),  p.  50. 
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Act  III,  scene  4 

Although  it  is  not  indicated,  a  flourish  should  surely  accompany 
the  ceremonial  entrance  of  the  Court  to  the  banquet  table. 

Act  III,  scene  5.   '^  Thunder^''   as  before  for  the  entrance  of  the 
Witches. 

(It  is  doubtful  if  this  scene  and  parts  of  Act  IV,  scene  i  are  ever 
included  in  modern  productions — they  are  so  feeble  and  so  out  of 
key  with  the  rest  of  the  tragedy.  William  J.  Lawrence  has  offered  a 
solution  to  the  mystery  of  their  existence  in  the  play^  by  proving 
very  convincingly  that  here  was  a  case  of  the  inclusion  of  a  Court 
antimasque  in  a  public-playhouse  performance.  This  time,  however, 
it  was  not  a  direct  borrowing,  as  in  The  Winter^ s  Tale,  but  was  a 
third-hand,  or  twice-removed,  revival.  An  antimasque  of  witches 
appears  first  in  Jonson's  The  Masque  of  Queens  given  at  Whitehall  on 
February  2,  1609.  It  was  then  appropriated,  with  alterations  and 
the  inclusion  of  two  songs,  "Come  away"  and  "Black  Spirits  and 
White,"  by  Thomas  Middleton  for  his  play  The  Witch.  This  play 
was  a  complete  failure — with  the  exception  of  this  antic  witch  scene. 
After  this  fiasco,  Middleton  seems  to  have  been  discouraged,  for  we 
find  him  in  1 6 1  o  revising  old  plays  for  the  King's  Men,  Shakespeare 
having,  in  all  likelihood,  retired  to  Stratford.  Small  wonder  that, 
when  Macbeth  fell  into  his  hands,  Middleton  should  have  thought  of 
the  successful  antimasque  of  witches  and  have  introduced  it  with 
the  incongruous  scene  between  Hecate  and  the  Witches  and  the 
dance  of  the  Witches  after  the  apparitions  in  Act  IV,  scene  i .) 

^^ Music  and  song  within:  ^Come  away,  come  away,^  etc.^' 

One  setting  for  this  may  be  found  in  Rimbault's  Ancient  Vocal 
Music  of  England,  where  Robert  Johnson  is  given  as  the  possible 
author.  This  volume  is,  unfortunately,  available  in  very  few 
libraries. 

5.  Lawrence,  William  J.,  "The  Mystery  of  Macbeth:  A  Solution,"  Shakespeare's 
Workshop,  pp.  24-38. 
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Act  IV,  scene  i.  ''^  Thunder J^^  ^^ Music  and  a  song,  ^ Black  Spirits,''  etc^ 

The  setting  of  this  song  has  not  survived,  but  in  Davenant's  ver- 
sion of  Macbeth,  produced  about  1663,  music  was  written  for  the 
play  by  Matthew  Locke,  and  some  of  it  survives  in  rare  collections 
of  music  published  in  1666,^  1669,^  and  1680.^  In  1689,  the  "famous" 
Macbeth  music  was  published;  this  was  also  accredited  to  Matthew 
Locke  and  is,  in  fact,  published  today  by  Angener  &  Co.  of  London 
as  "The  Celebrated  Music  to  Macbeth  in  Complete  Score  with 
Accompaniment  for  the  Pianoforte  by  Matthew  Lock,  newly 
arranged  by  E.  J.  Loder."  However,  there  always  seems  to  have 
been  some  doubt  as  to  Locke's  being  the  composer,  and  William  J. 
Lawrence  has  most  convincingly  supported  the  idea  of  Purcell  as 
the  composer.^  Although  this  music  is  not  in  any  way  typical  of  that 
heard  in  Middleton's  revised  Macbeth,  for  want  of  any  other,  it 
could  be  used.^'^ 

Thunder  accompanies  the  appearance  of  each  apparition.  To 
this  might  be  added  the  shivering  of  cymbals  and  the  wailing  of 
flutes.  In  regard  to  the  dance  of  the  Witches,  we  can  form  a  pretty 
good  idea  of  the  type  of  thing  it  was  by  turning  to  Jonson's  own 
description  of  the  dance  in  The  Masque  of  Queens: 

.  .  .  full  of  preposterous  change  and  gesticulation  [being  performed] 
back  to  back  and  hip  to  hip,  their  hands  joined,  and  making  circles  back- 
ward, to  the  left  hand,  with  strange  fantastic  motions  of  their  heads  and 
bodies. 

The  only  music  to  be  considered  in  Act  V  is  entirely  martial  in 
character  and  consists  of  the  following: 

Act  V,  scene  2.  ^^Drum  and  col  or  s.^'^ 
Act  V,  scene  4.  ''Drum  and  colors." 

The  drums  should  play  an  English  march  here,  for  which  see 

Shakespeare  and  Music  (Naylor),  p.  201. 

6.  "Musick's  Delight  on  the  Cittern." 

7.  "Apollo's  Banquet  for  the  Treble  Violin." 

8.  "The  Pleasant  Companion:  or  New  Lessons  and  Instructions  for  the  Flagelet." 

9.  Lawrence,  William  J.,  "Who  Wrote  the  Famous  Macbeth  Music?"  The  Eliza- 
bethan Playhouse. 

1  o.  Those  seeking  for  representative  music  of  the  time  will  find  that  which  was  used  for 
the  Witch  dances  in  The  Masque  of  Queens  in  the  British  Museum  (MSS  io,444ff2i42i''). 
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Act  V,  scene  5.  ^^Drum  and  colors. ^^ 
Act  V,  scene  6.  ''^Drum  and  colors.'*^    . 
Act  F,  scene  7.  ^' Alarums ^ 

This  direction  is  repeated  four  times,  suggesting  a  battle  offstage. 

Act  F,  scene  8.  ^^ Alarums.  Retreat.  Flourish.^'' 

These  sound  as  the  victorious  Malcolm  and  his  supporters  enter 
^'with  drum  and  colors.''^ 

''Flourish''  to  follow  "Hail,  King  of  Scodand." 
''Flourish''  at  the  final  exit. 

Othello 

In  spite  of  the  wartime  background  and  the  soldier  hero,  in 
Othello  there  is  none  of  the  martial  music  usually  called  for  under 
similar  circumstances  in  Shakespeare's  plays.  The  reason  for  this  is, 
possibly,  that  the  campaign  discussed  in  the  first  act  is  never  really 
undertaken.  Again,  this  omission  may  have  been  deliberate  with  a 
view  to  underscoring  the  domestic  quality  of  the  tragedy.  The 
trumpet  flourishes  are  for  the  most  part  of  the  ceremonial  kind:  in 
Act  II,  scene  i,  it  is  Othello's  own  trumpet  call  announcing  his 
arrival  on  the  Island  of  Cypress;  in  Act  II,  scene  2,  the  Herald 
doubtless  blows  a  fanfare  before  reading  the  proclamation;  in  Act 
IV,  scene  i,  Lodovico's  entrance  is  preceded  by  a  "trumpet  within"; 
and  in  Act  IV,  scene  2,  trumpets  "summon  to  supper," 

Act  II,  scene  j 

lago  sings  "And  let  me  the  canakin  clink,  clink."  The  tune  for 
this  drinking  song  is  lost,  but  there  are  other  drinking  songs  of  the 
period  that  would  serve  equally  well;  for  instance,  the  famous  "I 
cannot  eat  but  little  meat,"  which  had  been  sung  in  Gammer  Gur ton's 
Needle,  was  a  very  old  song  but  still  popular  at  this  time.  Two  others, 
"Troll,  troll,  troll  the  bowl  to  me"  and  "Toss  the  pot,"  have  both 
the  hearty,  carefree  tone  that  would  serve  to  loosen  the  bonds  of 
Cassio's  discretion  equally  well.  The  first  is  a  catch  and  might  be 
caught  up  by  all  the  drinkers,  while  the  second  is  obviously  sung  by 
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a  group  in  unison.  In  either  case  lago  could  start  the  first  line.  The 
music  for  the  first  of  these  three  songs  can  be  found  in  Popular  Music 
of  the  Olden  Time  (Chappell),  Vol.  I,  p.  72;  for  the  other  two,  in 
Melody  and  the  Lyric  (Gibbon),  pp.  109  and  1 1 1. 

A  little  later  lago  sings  "King  Stephen  was  a  worthy  peer."  These 
two  stanzas  are  taken  from  an  old  Scottish  ballad  known  as  "The 
Old  Cloak,"  and  the  tune  for  this,  as  pointed  out  in  Popular  Music 
of  the  Olden  Time,  Vol.  II,  p.  505,  seems  to  have  been  a  modified 
form  of  "Greensleeves,"  which  can  be  found  in  Vol.  I,  p.  230.  A 
later  tune  can  be  found  in  Melody  and  the  Lyric,  p.  108,  and  in 
Shakespeare  in  Music  (Elson),  pp.  202-203. 

Act  III,  scene  i.  ''Enter  Cassio  and  some  Musicians. ^^ 

As  we  know  from  the  lines  of  the  Clown,  these  musicians  carry 
wind  instruments.  On  his  entrance,  Cassio  bids  them  play 

"Something  that's  brief;  and  bid  'Good  morrow,  general'." 

Arousing  someone  in  the  morning  with  music  was  known  as  a 
"hunt's  up,"  and  no  doubt  took  its  name  from  the  famous  song 
"The  hunt  is  up"  used  for  that  purpose.  This  would  be  an  excellent 
tune  for  the  musicians  to  play  on  pipes  or  recorders  and  was  possibly 
used  in  the  original  production.  The  music  may  be  found  in  Popular 
Music  of  the  Olden  Time  (Chappell),  Vol.  I,  p.  60,  and  in  Shakespeare 
in  Music  (Elson),  pp.  226-227. 

Act  IV,  scene  j 

"The  Willow  Song,"  sung  by  Desdemona,  is  one  of  the  songs 
originally  used  in  a  Shakespearean  play  that  has  survived.  The 
words  are  an  adaption  of  an  old  ballad  known  as  "The  Lover's 
Complaint."  Music  and  words  can  be  found  in  Fifty  Shakespere 
Songs,  in  Shakespeare's  Use  of  Song  (Noble),  p.  152,  and  in  Popular 
Music  of  the  Olden  Time  (Chappell),  Vol.  I,  pp.  206-208.  An  old 
manuscript  of  this  song  has  a  setting  for  a  lute  accompaniment,  but, 
since  Desdemona  is  undressing  as  she  sings  and  Emilia  is  attending 
her,  this  could  not  have  been  used  in  the  play.  The  informality  of 
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the  singing,  with  breaks  for  dialogue,  suggests,  as  Desdemona  says, 
something  that  keeps  running  in  her  head,  and  anything  so  definite 
as  an  instrumental  accompaniment  would  destroy  this  illusion. 

King  Lear 

The  main  action  begins  with  the  prolonged  sennet  that  usually 
accompanies  the  entrance  and  seating  of  a  Court  for  a  ceremonial 
occasion.  If  music  is  thought  advisable,  appropriate  marches  and 
procession  music  can  be  found  in  Military  Music  (Kappey),  pp. 
71-74  and  78-79.  In  the  same  book  a  magnificent  and  prolonged 
flourish  that  would  serve  for  the  sennet  will  be  found  on  page  50. 

Throughout  the  play  there  are  the  usual  ''flourishes,''^  ''tuckets 
within,^^  "drums  afar  qff,'^  "drums  and  colors'^  for  the  battle  scenes,  as 
well  as  individual  flourishes  for  the  King  of  France  and  Cordelia, 
the  Duke  of  Albany  and  Goneril,  and  the  Duke  of  Cornwall  and 
Regan.  In  Act  V,  scene  3,  when  the  trumpet  sounds  three  long 
blasts  after  the  proclamation,  these  are,  of  course,  played  on  stage 
by  heralds.  The  "trumpet  answers  within,^ ^  which  follows,  should  be 
strong  and  challenging.  Music  and  directions  for  all  this  martial 
music  will  be  found  on  pages  257-259. 

Act  III,  scenes  2,  4,  6 

The  snatches  of  songs  and  rhymes  sung  by  Edgar  and  the  Fool 
should  be  set  to  old  ballad  tunes,  and  for  these  Popular  Music  of  the 
Olden  Tim.e  (Chappell),  Vol.  i,  pp.  56-243,  will  be  the  best  source 
of  information.  One  song,  sung  in  part  by  the  Fool  in  Act  III,  scene 
2,  is,  if  we  can  judge  by  the  refrain  ("With  hey,  ho,  the  wind  and  the 
rain"),  the  same  as  that  used  for  the  epilogue  song  in  Twelfth  Night. 
This  will  be  found  in  Popular  Music  of  the  Olden  Time,  Vol.  I,  p.  225, 
under  the  title  of  "When  that  I  was  a  little  tiny  boy." 

Act  IV,  scene  7 

When  "soft  music"  plays  in  the  hope  of  restoring  Lear  to  sanity, 
care  must  be  taken  to  increase  the  volume  on  the  line  "Louder  the 
music  there,"  as  it  is  here  supposed  actually  to  wake  him.  Any  one 
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of  the  seven  pavans  in  "Lachrymae"  (see  page  317)  would  be  suit- 
able music.  It  should  be  played,  if  possible,  on  a  harpsichord  or 
harp,  or  on  a  dulcimer  with  accompanying  plucked  cello  strings. 

Gymbeline 

It  is  noticeable  that  in  this  play  there  are  no  flourishes,  fanfares, 
or  sennets  for  state  entrances,  or  martial  music  for  the  battles.  The 
explanation  for  this  may  lie  in  the  possibility  that  the  play  was 
written  for  Court  production  and  abandoned  before  performance, 
and  that  the  text  for  the  first  publication  of  the  play,  in  the  Folio  of 
1623,  ^^s  taken  from  the  incomplete  prompt  copy  of  the  abandoned 
performance.  However  that  may  be,  the  modern  producer  will  add 
what  formal  and  martial  music  he  considers  necessary. 

Act  II,  scene  5.  ''Enter  Musicians J^ 

In  this  play  we  have  the  only  indication  of  an  instrumental  per- 
formance on  the  stage  that  is  directly  followed  by  a  song. 

"First,  a  very  excellent  good-conceited  thing;  after,  a  wonderful  sweet 
air,  with  admirable  rich  words  to  it" 

is  Cloten's  instruction  to  the  musicians,  and  the  order  is  carried  out. 
The  "good-conceited  thing"  could  easily  refer  to  a  "phantasie"  or 
"toye,"  types  of  music  introduced  by  the  musicians  of  the  day.  One 
of  the  well-known  "toyes"  of  the  time  was  by  Giles  Farnaby,  and  a 
"phantasie"  that  would  be  particularly  appropriate  would  be 
"Fantasy  for  a  Ghest  of  Viols"  by  Thomas  Weelkes.  (For  recordings 
of  "A  Toye"  by  Farnaby,  played  on  virginals,  see  pages  324  and 
325;  of  the  "Fantasy"  as  played  by  the  Dolmetsch  family,  see  page 
324.)  The  instruments  used  for  this  performance  are  referred  to  by 
Gloten  as  requiring  "fingering"  and  as  being  composed  of  "horse- 
hairs and  calves'-guts,"  which  seem  to  indicate  that  viols  were  used. 
The  "wonderful  sweet  air"  is,  of  course,  "Hark,  hark,  the  lark." 
The  music  for  this  song  is  unknown,  but  it  can  be  sung  to  the  old 
tune  of  "Gherrily  and  Merrily,"  which  will  be  found  in  Popular 
Music  of  the  Olden  Time  (Ghappell),  Vol,  I^  p.  285.  There  is  also, 
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of  course,  the  lovely  setting  by  Franz  Schubert,  but  the  older  tune 
would  be  more  in  keeping  with  the  play  as  a  whole.  (The  Schubert 
setting  is  in  Fifty  Shakespere  Songs.) 

Act  IV,  scene  2.  ^^ Solemn  musics 

This,  Belarius  says,  is  to  be  played  on  "my  ingenious  instrument," 
a  reference,  according  to  the  Furness  Variorum  edition,  to  an 
aeolian  harp.  If  this  suggestion  is  followed,  a  soft  sighing  quality  of 
sound  may  be  made  with  muted  strings  or  by  the  brushing  of  harp 
strings.  If  an  actual  air  is  used,  an  old-time  one  of  haunting  sadness 
that  would  be  particularly  appropriate  is  "Western  wind,  when  wilt 
thou  blow?"  For  this,  see  Popular  Music  of  the  Olden  Time  (Chap- 
pell),  Vol.  I,  p.  58.  This  same  music  might  continue  softly  through 
the  speaking  of  the  dirge,  "Fear  no  more  the  heat  of  the  sun." 

^^Song^  The  fact  that  this  lovely  dirge  is,  according  to  the  lines 
of  the  play  itself,  spoken,  rather  than  sung,  may  be  explained  by  the 
fact  that  the  company  was  short  of  singing  boys  at  the  time  the 
play  was  written.  ^^  The  suggestion  is  borne  out  by  the  description  of 
the  voices  of  Arviragus  and  Guiderius,  who  speak  the  dirge,  as 
"broken.'-  Further  evidence  of  the  theory  is  Cloten's  suggestion, 
in  Act  II,  scene  3,  that  "Hark,  hark,  the  lark'*  is  sung  by  a  eunuch — 
a  line  possibly  inserted  by  the  playwright  to  explain  the  use  of  a  man 
singing  falsetto  in  place  of  the  usual  boy. 

Act  V,  scene  ^.  ^^ Solemn  music ^ 

The  apparition  scene  is  enacted  to  the  sound  of  ^^solemn  music,^^ 
and  some  of  the  ghosts  appear  ''^with  music  before  them,^''  which  seems 
to  indicate  that  not  only  were  the  musicians  heard,  but  actually 
appeared  in  the  apparition.  However,  a  few  lines  later  we  have 
''''Then,  after  other  music,  follow  the  two  young  Leonati,^^  and  it  becomes 
clear  that  passages  of  music  heard  off  stage  precede  the  entrance  of 
each  set  of  ghosts.  Distant  music  played  on  plucked  strings — harp, 
dulcimer,  etc. — would  be  effective,  and  again,  as  in  the  Henry  VIII 
"vision,"  the  "Lachrymae  Pavan"  by  John  Dowland  would  be  an 

II.  Noble,  Richmond,  Shakespeare^ s  Use  of  Song,  pp.  136-137. 
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excellent  choice  of  music.  For  this,  see  Dances  of  England  and  France 
(Dolmetsch),  pp.  90-93,  and  the  score  listed  on  page  317  of  this 
text. 

TiMON  OF  Athens 
Act  I,  scene  i.  ^''Trumpets  sounds  '^ Trumpet  sounds. '^^ 

It  will  be  noticed  that  the  entrance  of  Timon  calls  for  "trumpets" 
while  that  of  Alcibiades,  for  a  "trumpet"  only.  The  intention  may 
have  been  to  accentuate  the  pomp  and  splendor  with  which  Timon 
surrounds  himself,  as  we  see  him  in  the  opening  of  the  play.  These 
two  fanfares  should  be  entirely  different,  of  course,  as  they  are  the 
individual  flourishes  of  the  two  men. 

Act  7,  scene  2.  ^'Hautboys  playing  loud  music,^^ 

While  the  "great  banquet"  is  "being  served  in,"  "hautboys"  play 
"loud  music."  The  preparations  for  banquets,  which  occur  fre- 
quently in  plays  of  the  time,  almost  always  are  accompanied  by 
loud  music.  This  at  once  suggests  that  the  table  either  came  up  on 
the  large  center  trap  or  was  lowered  from  "aloft,"  and  that  music 
was  used  to  drown  the  creaking  of  the  machinery.  In  any  case  it 
adds  to  the  formality  and  importance  of  such  scenes  if  a  prolonged 
sennet  is  played  during  the  business  of  preparation. 

The  masque  opens  with  a  tucket  heard  "off"  and  is  followed  by 
the  entrance,  first,  of  the  servant  who  comes  to  announce  the 
arrival  of  the  "ladies"  and,  then,  by  Cupid  to  introduce  them.  The 
ladies,  as  Amazons,  then  enter  '^with  lutes  in  their  hands,  dancing,  and 
playing. ^"^  Although  they  carry  lutes  and  appear  to  be  playing  as  they 
dance,  it  is  doubtful  whether  this  is  more  than  a  miming  gesture, 
since  Timon  bids  his  own  house  musicians  play  a  welcome  for  the 
masquers,  and,  later,  the  second  dance  is  certainly  accompanied  by 
hautboys.  If  this  is  so,  the  musicians  should  accompany  the  first  dance 
on  stringed  instruments  in  imitation  of  the  lutes  the  Amazons  are 
supposedly  playing  (guitars  and  dulcimers  could  be  used  if  lutes 
were  not  available).  The  music  though  gay  should  yet  have  a  cer- 
tain formality  and  could  be  a  continuation  of  the  "welcome"  music. 
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This  first  dance  described  in  the  stage  directions  corresponds,  as 
Dr.  Naylor  has  pointed  out,^^  to  Thomas  Morley's  account  of  an 
Italian  galliard^^  which  was  danced  to  the  singing  of  the  dancers. 
As  the  ladies  dance  alone,  it  is  possible  that  the  introductory  steps 
of  the  galliard  alone  are  used.  The  beautiful  "Galliard"  by  Jehan 
Oystermayre  would  be  suitable  music.  This  can  be  found  in  An 
Elizabethan  Virginal  Book  (Naylor),  pp.  22-24. 

^'The  Lords  arise  from  table,  with  much  adoring  of  Timon;  and  to  show 
their  loves,  each  singles  out  an  Amazon,  and  all  dance,  men  with 
women,  a  lofty  strain  or  two  to  the  hautboys,  and  cease?"* 

The  "lofty  strain  or  two"  suggests  a  stately  dance  of  couples  hand 
in  hand,  and  the  pavan  seems  the  inevitable  choice,  but  it  is  possible 
that  this  grave  dance  might  seem  an  anticlimax  after  the  gaiety  of 
the  galliard.  A  suggestion  that  might  meet  the  situation  more  suit- 
ably would  be  to  dance  the  pavan  in  double  time,  in  other  words  to 
dance  dipassamezzo  or  the  Spanish  Pavan  with  its  livelier  movements. 
Any  pavan  music  played  in  double  time  would  be  appropriate.  The 
tune  for  the  Spanish  Pavan  has  the  advantage  of  having  been  very 
popular  in  Shakespeare's  time,  and  this  may  be  found  in  Popular 
Music  of  the  Olden  Time  (Chappell),  Vol.  I,  p.  241. 

Act  III,  scene  5 

Although  not  indicated  in  the  directions,  it  is  obvious  that  a  fan- 
fare should  be  sounded  before  the  curtains  of  the  inner  stage  are 
drawn  to  discover  the  Senate  in  the  opening  of  this  scene. 

Act  III,  scene  6.  '''Music.  Tables  set  outJ^ 

Soft,  but  spritely,  music  should  be  played  "ofT'  while  the  banquet 
is  "set  out"  and  the  guests  are  arriving,  and  this  should  continue 
until  Timon  throws  water  in  the  faces  of  the  guests,  when  it  should 
break  off  in  confusion.  Suitable  music  would  be  "The  Duke  of 
Brunswicke's  Alman"  by  John  Bull  or  "The  Queen's  Almayne"  by 

12.  Naylor,  Edward  W.,  Shakespeare  and  Music,  p.  in. 

13.  Morley,  Thomas,  Introduction  to  Practical  Music,  1597. 
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William  Byrd,  both  of  which  can  be  found  in  Dances  of  England  and 
France  (Dolmetsch),  pp.  149-152. 

Act  IV,  scene  j.  '^  Music  afar  0^."  ^^ Enter  Alcibiades  with  drum  and 
fifer  ''Drum  beats.'' 

The  usual  drum-and-fife  music  should  be  used  for  the  entrance  of 
Alcibiades  and  the  drum  beat  for  his  exit. 

Act  V,  scene  4.  ''Trumpets  sound.'' 

Alcibiades  enters  to  a  fanfare  of  trumpets  and  calls  for  a  parley 
with  the  words 

"Sound  to  this  coward  and  lascivious  town, 
Our  terrible  approach." 

The  last  line  of  the  play,  which  is 

"Let  our  drums  strike," 

calls  for  a  drum  march. 

All  the  descriptions  of  this  martial  music  will  be  found  on  pages 

257-259- 

Comedies^^ 

The  Two  Gentlemen  of  Verona 

Act  IV,  scene  2.  "Who  is  Silvia.^" 

It  is  evident  from  the  text  that  the  song  is  sung  by  men's  voices 
accompanied  by  a  consort  of  stringed  instruments.  Although  it  is 
suggested  that  they  first  play  a  "dump"  (a  slow  mournful  dance 
tune),  they  actually  start  with  the  serenade.  That  they  follow  the 
song  with  the  dump  and  continue  to  play  it  softly  through  the 
dialogue  which  follows  seems  to  be  suggested  by  the  Host  drawing 
Julia's  attention  to  some  alteration  in  the  music  ("Hark!  what  fine 
change  is  in  the  music!"). 

The  earliest  known  setting  for  this  song  is  by  Richard  Leveridge 
( 1 670-1 758).  A  later  one  by  Franz  Schubert  is  better  known,  of 

14.  The  Comedy  of  Errors  has  no  directions  for  music.  The  producer,  however,  is 
advised  to  introduce  an  overture,  entr'acte  music,  and  finale  of  EUzabethan  ballad 
tunes.  See  Popular  Music  oj  Olden  Time,  (Chappell),  Vol.  I,  pp.  56-243. 
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course.  Both  of  these  can  be  found  in  Fifty  Shakespere  Songs.  A  very 
good  example  of  a  contemporary  dump  will  be  found  in  Shakespeare 
and  Music  (Naylor),  pp.  199-200. 

Love's  Labour's  Lost 

Although  this  is  considered  the  earliest  of  Shakespeare's  plays, 
there  is  no  doubt  that  it  was  revived — "newly  corrected  and  aug- 
mented"— for  Court  presentation  at  Christmastide  in  1 597-1 598. 

The  artificiality  of  the  Court  characters,  who  with  delicate  satire 
emphasize  the  contemporary  fad  for  elaborately  stylized  language, 
gives  an  impression  of  exquisite  foppery  to  all  that  they  say  and  do, 
and  this  in  turn  should  be  reflected  in  the  music. 

Act  III,  scene  i 

Upon  Armado's  demand  for  a  song,  Moth  is  indicated  as  singing, 
but  only  the  word  "Concolinel"^^  gives  any  hint  of  his  song,  if 
indeed  it  is  a  hint,  for  it  has  no  connection  with  any  known  tune  or 
words.  This  delightful  youngster  has  an  air  of  precocity  and  wit  that 
suggests  training  of  a  sophisticated  kind.  He  is  rather  a  Child  of 
Paul's  than  of  the  playhouse,  and  it  would  be  in  keeping  with  his 
evident  skill  for  him  to  sing  some  dainty  conceit  such  as  Thomas 
Morley's  canzonet  "Sing  we  and  chant  it."  A  solo  arrangement  of 
this  "Ballet  for  Five  Voices"  can  be  found  in  Melody  and  the  Lyric 
(Gibbon),  pp.  86-87.  Another  possibility  is  "Sing  care  away"  to 
the  tune  of  " Heart' s-ease''  (see  Popular  Music  of  the  Olden  Time 
(Chappell),  Vol.  I,  p.  210). 

Act  IV,  scene  i 
Rosaline's 

"Thou  canst  not  hit  it,  hit  it, 
Thou  canst  not  hit  it,  my  good  man." 

15.  There  is  the  possibility  that  this  is  an  aural  mistake  and  that  it  stands  for  "Come 
follow  me."  This  would  be  an  appropriate  song  for  Moth.  For  this,  see  Popular  Music  of 
the  Olden  Time  (Chappell),  Vol.  I,  p.  273. 
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and  Boyet's 

"An  I  cannot,  cannot,  cannot. 
An  I  cannot,  another  can" 

are  the  words  of  an  old  three-man  song  set  to  a  dance  tune.  If  it 
could  be  sung,  it  would  add  one  more  delight  to  the  studied  gaiety 
of  the  scene.  For  the  music  of  this,  see  Shakespeare  and  Music  (Nay- 
lor),  p.  193,  and  Popular  Music  of  the  Olden  Time  (Ghappell),  Vol. 
I,  P-  239- 

Act  Vy  scene  2.  ^'Trumpets  sound  within.^^ 

A  flourish  of  trumpets  within  anticipates  the  entrance  of  the 
masquers.  This  could  be  a  French  tucket.  See  Shakespeare  and  Music 
(Naylor),  p.  202. 

Then  ''''enter  Blackamoors  with  music.''''  This  may  mean  "with  musical 
instruments"  since,  later,  they  are  asked  by  Rosaline  to  play  for  the 
dance,  and,  apparently  only  after  some  delay,  '^ music  plays ^ 

There  is  little  doubt  that  it  is  a  stately  pavan  that  they  play 
during  the  progressive  duologues,  and  that  the  gentlemen  step  the 
measures  backward  and  forward  before  the  ladies,  who  refuse  to 
dance.  In  each  case,  the  couple  remains  at  the  front  of  the  forestage 
as  long  as  the  duologue  lasts  and  then  "progresses"  to  make  room 
for  the  next  couple.  Finally  the  gentlemen  bow  to  the  disdainful 
ladies  and  retire.  ^^ 

For  one  of  the  loveliest  pavans  arranged  to  be  sung,  or  played,  in 
four-part  harmony,  see  "Belle  qui  tiens  ma  vie"  in  Orchesography 
(Arbeau),  pp.  58-59,  and  in  Pre-classic  Dance  Forms  (Horst),  pp. 
12-13.  For  another  fine  pavan,  by  Thomas  Tomkins,  see  An 
Elizabethan  Virginal  Book  (Naylor),  pp.  16-19.  ^^  access  to  the 
Fitzwilliam  Virginal  Book  is  possible,  no  less  than  forty-six  pavans 
will  be  found  there.  For  further  suggestions,  see  pages  239-240. 

The  play  closes  with  two  contrasting  lyrics,  "When  daisies  pied 
and  violets  blue"  and  "When  icicles  hang  by  the  wall."  The  original 
settings  for  these  have  not  survived.  Tuneful  settings  for  them  were 

16.  This  movement  of  the  pavan  is  described  on  page  238. 
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written  by  Thomas  Augustine  Arne,  however,  and  may  be  found 
in  Fifty  Shakespere  Songs. 

The  Merchant  of  Venice 

The  entrances  of  the  Prince  of  Morocco  (Act  II,  scenes  i  and  7) 
and  the  Prince  of  Arragon  (Act  II,  scene  9)  are  preceded  by 
flourishes.  The  opening  words  of  Act  III,  scene  2  suggest  that 
Bassanio's  initial  entrance  into  Belmont  has  occurred  some  time 
before  this  scene  and  no  flourish  is  required.  In  Act  V,  scene  i, 
however,  his  return  from  Venice  is  announced  by  a  tucket.  If,  as 
already  suggested  in  the  discussion  of  King  Lear,  each  important 
person  had  his  own  distinguishing  flourish,  each  of  these  three 
suitors  should  have  an  individual  and  characteristic  fanfare. 

For  "flourish"  and  "tucket,"  see  Shakespeare  and  Music  (Naylor), 
pp.  200  and  202. 

Act  II,  scene  6 

At  the  opening  of  this  scene,  maskers  might  enter,  revel,  and 
depart  to  the  shrill  piping  of  a  fife  accompanied  by  the  beating  of 
a  tabor.  "The  Carmen's  Whistle"  would  be  an  appropriate  tune 
for  this  and  can  be  found  in  Popular  Music  oj  the  Olden  Time  (Chap- 
pell),  Vol.  I,  pp.  139  and  140,  and  in  Shakespeare  and  Music  (Nay- 
lor), p.  188. 

Act  III,  scene  2 

"Tell  me  where  is  fancy  bred"  is  sung  by  Balthasar  to  his  own 
accompaniment  on,  probably,  a  lute.  A  guitar  or  dulcimer  will 
serve  equally  well  today.  No  music  for  this  has  survived,  but  with 
a  few  slight  alterations  this  lyric  might  be  sung  to  the  tune  of  "Tell 
me,  dearest,  what  is  love."  See  Melody  and  the  Lyric  (Gibbon),  p.  137. 

Act  V,  scene  /.  ^''Enter  Musicians.^^ 

The  musicians  are  requested  by  Lorenzo  to  "bring  [their]  music 
forth  into  the  air,"  and,  although  their  entrance  is  indicated  in  the 
stage  directions,  Portia  does  not  know  where  the  music  comes  from 
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when  she  enters  a  little  later.  This  may  indicate  that  the  musicians 
play  in  the  window  stage  on  the  same  side  as  that  from  which  she 
makes  her  entrance  and  so  are  invisible  to  her.  This  music  which 
accompanies  the  lovely  poetry  of  the  garden  scene  is  continuous 
until  Bassanio  and  Antonio  enter.  The  quiet  beauty  of  the  scene 
suggests  that  this  "still"  music  might  have  been  a  pavan.  Any  one 
of  John  Dowland's  "seven  passionate  pavans"  in  his  Lachrymae,  or 
Seven  Tears  would  be  suitable;  or  the  exquisite  old  pavan  "Belle  qui 
tiens  ma  vie,"  to  be  found  in  Orchesography  (Arbeau),  pp.  58-59, 
and  also  in  Pre-classic  Dance  Forms  (Horst),  pp.  12-13,  would  be 
particularly  appropriate. 

A  Midsummer  Night's  Dream 

As  has  been  stated  before,  the  form  in  which  this  play  has  come 
down  to  us  is  very  possibly  the  one  especially  arranged  for  a  Court 
performance.  With  the  decor  supplied  by  the  Revels  Office  and 
aided  by  the  beautifully  trained  Children  of  the  Chapel  Royal 
and  Children  of  Paul's,  it  was  in  all  likelihood  a  very  elaborate 
affair,  introducing  more  music,  singing,  and  dancing  than  was 
possible  in  the  public  playhouse. 

The  masque  elements  that  pervade  the  whole  play  should  be 
emphasized  by  the  formality  and  beauty  of  the  dances  even  if  they 
are  country  dances,  as  some  of  them  undoubtedly  are,  and  by  the 
singing  of  trained  voices,  preferably  those  of  children. 

The  Courtiers,  Rustics,  Lovers,  and  Fairies  that  constitute  the 
four  diverse  groups  that  become  entangled  in  the  magic  of  a  moonlit 
wood  all  have  their  appropriate  music  in  the  text  itself,  and  this  can 
be  echoed  by  instrumental  music  if  inclination  and  means  allow. 

It  has  already  been  suggested  that  the  play  be  preceded  by  an 
overture  composed  of  all  the  music  that  is  heard  later  in  the  various 
scenes,  but  in  the  case  of  this  play  it  would  perhaps  be  more  effec- 
tive to  use  theme  music  indicating  the  different  characteristics  of 
the  four  groups.  For  this  a  "Suite  for  Five  Brass  Instruments"  by 
Johann  Pezel  would  be  admirable.  The  Intrada  (i)  could  be  the 
Clowns'   theme;   the  AUemande    (2),   the   Courtiers'   theme;   the 
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Gourante  and  Allemande  (3  and  4),  the  Lovers'  theme;  and  the 
Gigue  (5),  the  Fairies'  theme.  To  mark  the  nuptial  element  which 
pervades  the  whole  play,  "The  Bells"  by  William  Byrd  might  be 
played  on  a  harp — if  a  virginal  is  not  available — to  accompany 
Theseus  and  his  bride-to-be  at  the  opening  of  the  play,  and  again, 
for  the  blessing  of  the  bridal  chambers  at  the  close. 

Act  /,  scene  i 

The  ceremonial  entrance  of  Theseus  and  Hippolyta  should  be 
preceded  and  accompanied  by  a  prolonged  fanfare. 

Act  II,  scene  i 

Puck  and  the  First  Fairy  could  enter  to  the  tune  of  the  Gigue 
mentioned  above  played  softly,  and  this  could  continue  until 
Titania  and  Oberon  enter.  There  is  a  musical  setting  for  this  duo- 
logue composed  by  Thomas  Simpson  Cooke  that  could  also  be  used, 
although  it  has  nothing  of  the  authentic  Elizabethan  style.  This  will 
be  found  in  Fifty  Shakespere  Songs.  Yet  another  possibility  would  be 
Thomas  Ravenscroft's  "The  Urchin's  Dance"  (161 1)  in  Melody  and 
the  Lyric  (Gibbon),  p.  132. 

Act  II,  scene  2.  ^^Come,  now  a  roundel  and  a  fairy  song.^^ 

There  is  a  direct  reference  here  to  the  traditional  custom  of  sing- 
ing the  accompaniment  to  round  dances,  but  since  the  dance  is 
rapid,  light,  and  nimble,  there  should  be  no  attempt  by  the  dancers 
to  sing,  or  the  accompaniment  will  degenerate  into  a  breathless 
gasp.  It  could  be  sung  by  an  unseen  choir  of  children's  voices  or, 
better  still,  by  the  four  special  fairies.  Pease-blossom,  Cobweb, 
Moth,  and  Mustard-seed. 

As  to  the  music,  "Ye  spotted  snakes"  might  be  sung  to  the  tradi- 
tional tune  of  Sellenger's  Round,  but  for  a  less  hackneyed  setting 
for  this  lovely  lyric  a  dance  song  called  "Millfield"  might  be  used. 
The  music  is  far  older  than  the  words  and  was  doubtless  used  as  the 
tune  for  many  an  old  ballad.  "Ye  spotted  snakes"  can  be  sung  to 
this  if  the  last  eight  bars  are  repeated  for  the  refrain.  For  the  steps 
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of  the  round,  see  pages  253-254.  For  the  music,  see  Popular  Music 
of  the  Olden  Time  (Chappell),  Vol.  I,  pp.  185-186,  and  Melody  and 
the  Lyric  (Gibbon)  p.  67.  During  this  dance  the  numbers  should 
decrease,  as  groups  go  off  to  do  their  "offices,"  until  one  little  one  is 
left  alone  to  "stand  sentinel."  Perhaps  he  falls  asleep,  or  perhaps 
he  runs  away;  at  any  rate,  the  Clowns  are  able  to  approach  "near 
the  cradle  of  the  Fairy  Queen"  without  any  alarm  being  given. 

Act  III,  scene  i 

There  is  no  known  tune  for  Bottom's  song  "The  ousel  cock  so 
black  of  hue,"  but  the  words  can  be  sung  to  the  old  tune  of  "In 
Peasecod  Time."  It  is  a  tune  that  was  often  used  for  the  singing  of 
old  ballads  and,  as  a  folk  tune,  is  just  the  sort  of  thing  Bottom  would 
sing.  This  will  be  found  in  Melody  and  the  Lyric  (Gibbon),  p.  22,  and 
in  Popular  Music  oj  the  Olden  Time  (Chappell),  Vol.  I,  p.  198. 

Act  IV,  scene  i.  ''Music.'' 

Titania  calls  for 

"Music,  ho!  music!  such  as  charmeth  sleep," 

and  an  appropriate  tune  in  response  to  this  command  would  be 
"Care-charming  sleep"  composed  by  Robert  Johnson  in  161 5.  How- 
ever, a  few  lines  later  Oberon  says, 

"Come,  my  queen,  take  hands  with  me, 
And  rock  the  ground  whereon  these  sleepers  be," 

and  this  certainly  suggests  a  rollicking  dance.  It  would,  therefore, 
be  more  fitting  to  have  the  music  of  such  a  dance  song  as  "Trip  and 
go"  played  off  stage,  very  softly,  in  response  to  Titania's  call  and 
swell  out  until  it  becomes  a  dance  song  for  three  voices — Titania, 
Oberon,  and  Puck — and  fades  when  Puck  says, 

"Fairy  King,  attend  and  mark." 

Not  only  are  the  words  of  "Trip  and  go"  suitable,  but  this  was 
actually  a  very  popular  tune  for  the  morris  dance  of  the  time.  It  is 
in  galliard  time  (6/8),  and,  since  this  dance,  besides  being  a  Court 
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dance,  was  largely  made  up  of  morris  steps,  it  would  be  most 
appropriate  for  Oberon  and  Puck  to  dance  a  few  "measures"  on 
either  side  of  Titania  and  for  all  three  to  exit  using  the  basic 
galliard  step.  For  "Trip  and  go,"  see  Melody  and  the  Lyric  (Gibbon), 
p.  55,  and  Popular  Music  oj  the  Olden  Time  (Chappell),  Vol.  I,  p. 

^^Horns  winded  within.^^ 

As  the  voices  of  the  Fairies  die  away  after  their  exit,  a  hunting 
horn  is  heard  in  the  distance,  which  gradually  increases  until 
Theseus  and  his  train  enter.  Later  Theseus  says, 

"Go,  bid  the  huntsmen  wake  them  with  their  horns," 

which  suggests  that  the  musicians  do  not  appear  on  the  stage,  since, 
in  response  to  this  order,  horns  are  heard  within.  For  the  winding  of  a 
hunting  horn,  see  Shakespeare  and  Music  (Naylor),  p.  203,  or  Mili- 
tary Music  (Kappey),  pp.  58-59. 

Act  F,  scene  i 

A  prolonged  fanfare  should  precede  and  accompany  the  entrance 
and  seating  of  the  Court.  In  direct  contrast  with  this  will  be  the 
^^ flourish  of  trumpets^^  which  precedes  the  entrance  of  Quince  as 
Prologue.  In  order  to  set  the  stage  for  the  uproarious  farce  that  is  to 
follow,  this  "flourish"  can  be  a  feeble  off-key  blast  from  a  tin 
trumpet. 

When  Bottom  asks  Theseus  if  it  will  please  him  to  hear  a  Bergo- 
mask  dance  between  two  of  the  company,  he  is  referring  to  the  rustic 
dance  of  Bergomo  peasants  which  was  always  danced  to  a  sung 
accompaniment.  The  little  company  could  sing  "Now  Robin  lend 
me  thy  bow"  while  Pyramus  and  Thisby  dance.  This  is  in  duple 
time,  and  a  parody  of  the  allemand  or  courante  with — in  spite  of 
the  tempo — some  lavolta  leaping  would  be  a  fitting  end  to  the 
"tragical  mirth."  "Now  Robin  lend  me  thy  bow"  can  be  found  in 
Popular  Music  oJ  the  Olden  Time  (Chappell),  Vol.  I,  p.  80.  As  the 
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clowns  make  their  exit,  the  great  bell  should  be  heard  striking  mid- 
night, Thesues  speaks  as  the  last  note  dies  away. 
Puck's  spell-binding  words, 

"Now  the  hungry  lion  roars," 

should  be  spoken  to  the  soft  eerie  sound  of  distant  flutes.  A  tune  that 
might  be  used  very  effectively  for  this  would  be  "How  can  the  tree," 
to  be  found  in  Melody  and  the  Lyric  (Gibbon),  p.  36. 
Oberon  commands  the  Fairies, 

"And  this  ditty  after  me 

Sing  and  dance  it  trippingly." 

One  explanation  of  this  is  found  if  Titania's  words, 

"First,  rehearse  your  song  by  rote,"  etc., 

are  addressed  to  Oberon  for,  in  that  case,  it  becomes  plain  that 
Oberon  sings  first  and  then  all  repeat  the  song,  taking  hands  and 
dancing  at  the  same  time.  Here  again  Ravenscroft's  "The  Urchin's 
Dance"  would  be  delightfully  appropriate.  (See  Melody  and  the  Lyric ^ 

p.  132.) 

Oberon's  final  speech  could  be  spoken  to  the  same  spell  music 
that  accompanied  Puck's 

"Now  the  hungry  lion  roars" 

and  could  fade  away  slowly  as  the  Epilogue  is  spoken.  Again,  as 
suggested  above,  this  blessing  of  the  bridal  chambers  could  be 
spoken  to  the  faint  and  lovely  sound  of  "The  Bells"  by  William 
Byrd  played  on  a  harp,  or  to  the  record  No.  14  of  UAnthologie 
Sonore,  where  it  is  played  on  the  virginals  (see  full  details  on  page 

324). 

(A  setting  for  "Through  the  house  give  glimmering  light"  was 

composed  by  William  Luiley  and  can  be  found  in  Fifty  Shakespere 

Songs,  But  this  is  lacking  in  the  robust  quality  of  Elizabethan  music. 

It  is,  however,  tuneful  and  sweet.)  ^^ 

17.  If  Mendelssohn's  incidental  music  is  preferred  to  the  above  suggestions,  care 
should  be  taken  to  omit  the  hackneyed  Wedding  March,  which  would  call  attention  to 
the  anachronistic  note  in  a  Shakespearean  production. 
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The  Taming  of  the  Shrew 

Although  this  play  contains  many  references  to  music,  there  are 
only  two  stage  directions  that  actually  call  for  music.  They  both 
occur  in  the  Induction,  one  being  where  a  hunting  horn  is  heard  off 
stage,  the  other  the  flourish  that  heralds  the  players.  For  the  hunting 
horn,  see  Shakespeare  and  Music  (Naylor),  p.  203,  or  Military  Music 
(Kappey),  pp.  58-59.  For  the  trumpet  flourish,  see  Shakespeare  and 
Music,  p.  200,  or  Military  Music,  p.  50. 

As  You  Like  It 

Act  /,  scene  2.  ^^ Flourish ^ 

This  announces  the  entrance  of  Duke  Frederick  and  his  lords. 
The  wrestling  match  should  be  accompanied  by  a  roll  of  side  drums. 

Act  II,  scene  5.  ^^ Under  the  greenwood  tree.'''' 

For  this  song  Amiens  either  plays  his  own  accompaniment  or 
sings  it  without  instrumental  music.  For  an  old  traditional  tune, 
dated  somewhere  about  1450,  to  which  this  song  may  have  been 
sung,  see  Melody  and  the  Lyric  (Gibbon),  p.  56.  See  also  Shakespeare  in 
Music  (Elson),  p.  63,  for  the  music  described  as  "the  oldest  setting 
of  these  words"  and  "very  popular  in  the  seventeenth  century." 
The  parody  of  it  given  by  Jaques  should  also  be  sung,  no  matter  how 
inferior  the  actor *s  voice. 

Act  II,  scene  7.  ^^Bloiv,  blow  thou  winter  wind.'''* 

This  song,  also  sung  by  Amiens,  should  be  accompanied  since 
the  Duke  has  commanded, 

"Give  us  some  music,  and,  good  cousin,  sing." 

The  original  tune  for  this  lyric  has  not  survived.  The  most  frequently 
used  setting  is  a  modern  one  composed  by  William  Arms  Fisher,  to 
be  found  in  Fifty  Shakespere  Songs. 
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Act  Illy  scene  3 

Touchstone's  exit  song,  "O  sweet  Oliver,"  was  sung  in  1584  to 
the  tune  of  "The  hunt  is  up"  and  can  be  found  in  Melody  and  the 
Lyric  (Gibbon),  p.  31. 

Act  IV,  scene  2 

"What  shall  he  have  that  kilPd  the  deer?"  is  sung  by  a  man  and  a 
male  chorus,  and  it  would  not  be  inappropriate  for  Amiens  to  be 
the  soloist.  There  is  an  old  setting  in  Melody  and  the  Lyric  (Gibbon), 
p.  III. 

Act  F,  scene  3 

"It  was  a  lover  and  his  lass"  is  one  of  the  few  songs  in  the  plays 
that  has  an  authentic  contemporary  setting.  This  duet  was  com- 
posed by  Thomas  Morley  and  can  be  found  in  Fifty  Shake sp ere  Songs; 
in  Melody  and  the  Lyric  (Gibbon),  p.  112;  and  in  Shakespeare  in  Music 
(Elson),  pp.  192-193. 

Act  V,  scene  4 

Hymen's  speech  has  obviously  a  background  of  "still"  music,  but 
"Wedding  is  great  Juno's  crown"  is  sung.  The  musical  setting  is 
unknown,  but  it  would  be  possible  to  use  "Triumph  now  with  joy 
and  mirth"  by  Thomas  Giles,  and  this  same  air  could  be  played 
softly  for  the  "still"  music.  It  can  be  found  in  Melody  and  the  Lyric 
(Gibbon),  p.  62. 

"^  dancer 

The  Branle  du  Haut  Barrois  would  be  especially  effective  for  this 
exit  dance  (for  reason,  see  page  252). 

Much  Ado  about  Nothing 

The  mood  of  triumph,  resulting  from  a  safe  return  from  a  success- 
ful war,  in  which  the  play  opens  can  be  emphasized  by  martial 
music.  Drum  marches  and  trumpet  flourishes  can  be  heard  in  the 
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distance,  then  grow  nearer,  and  finally  end  in  a  prolonged  flourish 
as  Don  Pedro,  Don  John,  and  train  enter. 

Act  11^  scene  i 

As  in  Lovers  Labour^ s  Lost,  the  formality  of  the  dialogue  sequence 
suggests  progressive  movement,  and,  although  the  cue  for  ^^music^' 
comes  after  this,  it  is  more  than  likely  that  the  couples  are  actually 
dancing  as  they  speak.  In  any  case  it  would  be  an  excellent  oppor- 
tunity to  dance  the  pavan.  The  slow,  stately  walk  would  not  detract 
from  the  dialogue,  and  the  advance  and  retreat  movements  would 
allow  each  couple  to  stay  in  the  middle  of  the  forestage  as  long  as 
their  duologue  lasted,  and  then  to  "progress"  to  make  room  for  the 
next  couple.  When  Beatrice  says,  "We  must  follow  the  leaders," 
the  music  could  change  into  triple  time,  and  the  galliard  could  be 
danced. 

An  excellent  example  of  a  pavan,  which,  by  altering  the  time 
from  duple  to  triple  time,  becomes  a  galliard,  may  be  found  in 
Shakespeare  and  Music  (Naylor),  pp.  1 94-1 96.  As  in  Romeo  and  Juliet, 
the  musicians  can  be  either  to  one  side  of  the  middle  stage  or  in  the 
balcony  in  order  to  give  all  possible  space  to  the  dancers. 

Act  II,  scene  J.  '"'Enter  Balthasar  with  music. '^'^ 

"Music"  here  refers  to  the  instrument  that  Balthasar  will  later 
use  to  accompany  himself,  evidently,  if  we  can  judge  from  Bene- 
dick's reference  to  "sheeps'  guts,"  one  of  the  fiddle  family.  Since  he 
sings  to  his  own  accompaniment,  a  "kit"  would  be  most  con- 
venient (see  footnote,  page  306).  At  the  stage  direction  "azV,"  he 
apparently  plays  the  melody  before  beginning  the  song  itself. 

The  setting  for  this  song,  "Sigh  no  more,  ladies,"  composed  by 
Thomas  Ford  may  not  have  been  the  original  one,  but  it  is  almost 
certain  to  have  been  used  in  a  Court  revival  of  the  play.  If  this  is 
true,  it  was  sung  by  three  voices.  (Could  it  be  possible  that  Don 
Pedro  and  Claudio  joined  Balthasar  in  warbling  this  lyric  as  part 
of  the  deception  played  on  the  listening  Benedick?)  As  a  solo,  this 
setting  is  far  from  satisfactory,  and,  unless  it  can  be  arranged  to  a 
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contemporary  "ayre,"  it  would  be  best  to  use  the  one  composed  by 
Richard  John  Samuel  Stevens  or,  even,  the  tuneful  setting  made  by 
Sir  Arthur  Sullivan.  Ford's  arrangement  for  three  voices  may  be 
found  in  Melody  and  the  Lyric  (Gibbon),  p.  117;  the  other  two,  in 
Fifty  Shakespere  Songs. 

Act  V,  scene  2 

"The  God  of  Love"  could  be  sung  to  Thomas  Campian's  "Shall 
I  come,  sweet  love,  to  thee?"  It  goes  without  saying  that  Benedick 
sings  very  inexpertly  and  cracks  on  the  final  notes.  This  air  can  be 
found  in  Melody  and  the  Lyric  (Gibbon),  p.  95. 

Act  V,  scene  j 

This  scene  presents  a  problem.  Although  it  suggests  all  the  solem- 
nity of  a  mourning  ritual,  the  audience  knows  that  Hero  is  not  dead 
and  that  there  is  no  cause  for  mourning,  and,  moreover,  although 
the  scene  takes  place  in  a  church  and  the  ritual  is  performed  by 
Christians,  a  pagan  hymn  is  sung !  Many  producers  get  round  these 
difficulties  by  cutting  the  scene.  This  is  a  pity  for  it  is  dramatically 
effective,  and  it  is  possible  to  include  it  and  at  the  same  time  to 
touch  the  ironic  comedy  of  the  scene  with  a  delicate  hand.  There 
is  a  tune  to  which  "Pardon,  goddess  of  the  night"  can  be  sung, 
known  as  "Hymn  for  a  Widower,  or  Widow,  delivered  from  a 
troublesome  yokefellow."  It  was  written  by  George  Wither  and  is 
set  to  a  hymn  tune  known  as  "The  Lamentation,"  which  in  turn  is 
to  be  found  in  Thomas  East's  The  Whole  Booke  oj  Psalmes  (1592), 
and,  more  accessibly,  in  Melody  and  the  Lyric  (Gibbon),  p.  163. 

Act  F,  scene  4 

A  dance  to  the  music  of  pipes  closes  the  play.  On  a  modern  stage 
this  dance  would  bring  down  the  final  curtain,  but  on  an  Elizabe- 
than stage  it  is  necessary  for  everyone  to  exit  at  the  end  of  the  play. 
In  both  cases  the  branle  would  be  the  dance  most  suitable  for  a 
finale.  The  fact  of  its  being  danced  sideways  would  allow  the  entire 
company  to  face  the  audience,  as  in  a  final  "call,"  and  on  an  Eliz- 
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abethan  stage  the  dancers  could  divide  in  the  middle,  and  each 
side  could  exit  dancing  through  the  two  side  doors. 

Since  the  last  line  of  the  play  reads  "Strike  up,  pipers!"  the  music 
must  be  played  by  pipes  of  some  kind,  preferably  recorders.  Many 
airs  for  branles  can  be  found  in  Orchesography  (Arbeau),  pp.  113- 
146.  (See  also  those  listed  on  page  252  of  this  book.) 

The  Merry  Wives  of  Windsor 

Act  /,  scene  4 

Mistress  Quickly  sings  "And  down,  down,  adown-a"  to  appear 
at  her  ease  in  a  difficult  situation.  This  refrain  could  be  from  "The 
Baffled  Knight,"  in  Melody  and  the  Lyric  (Gibbon),  p.  54,  or  from 
"Cold's  the  wind  and  wet  the  rain"  from  Dekker's  The  Shoemaker^ s 
Holiday,  which  can  also  be  found  in  Melody  and  the  Lyric,  pp.  99-100, 
and  in  Popular  Music  oj  the  Olden  Time  (Chappell),  Vol.  I,  p.  278. 

Act  in,  scene  i 

Parson  Evans,  in  a  stage  of  nerves  bordering  on  hysteria,  sings 
part  of  Marlowe's  "Come,  live  with  me,"  into  which  he  confusedly 
inserts  a  line  from  Sternhold  and  Hopkin's  Old  Version  of  Psalm 
1 38.  Two  possible  musical  settings  for  this  can  be  found  in  Shakespeare 
and  Music  (Naylor),  pp.  1 81-182.  The  first  of  these.  Dr.  Naylor 
points  out,  is  a  corrupt  form  of  the  old  tune  of  "Walsingham."  If 
this  were  used,  it  might  have  been  a  further  indication  to  an  Eliza- 
bethan audience  of  the  muddled  state  of  mind  of  the  singer. 

Act  V,  scene  5 

The  dance  song  "Fie  on  sinful  fantasy!"  can  be  set  to  John  Dow- 
land's  then-popular  "Frog  Galliard,"  which  can  be  found  in  Mel- 
ody and  the  Lyric  (Gibbon),  p.  60,  and  in  Popular  Music  oj  the  Olden 
Time  (Chappell),  Vol.  I,  p.  129.  The  tune  will  have  to  be  played 
twice  for  the  first  eight  lines  of  the  poem,  with  a  further  repeat  of  the 
last  eight  bars  to  fit  the  final  couplet.  This  dance  song  is  certainly 
performed  round  Falstaff,  and  the  steps  and  figures  of  Sellenger's 
Round  would  be  admirably  suited  to  the  scene.  (For  steps  and 
music,  see  pages  253-254.) 
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Measure  for  Measure 

Act  IV,  scene  i 

"Take,  O,  take  those  lips  away"  sings  the  boy  to  Mariana  in  the 
desolation  of  the  "moated  grange."  This  lyric,  which  may  have 
been  written  by  John  Fletcher,  ^^  was  set  to  music  by  John  Wilson 
and  published  in  1 653  in  Select  Music,  Ayres,  and  Dialogues.  The  mel- 
ody can  also  be  found  in  Melody  and  the  Lyric  (Gibbon),  p.  123,  and 
in  Shakespeare  in  Music  (Elson),  pp.  167-168.  There  is  nothing  in 
the  text  to  suggest  that  the  song  was  accompanied  unless  there  is 
a  hint  from  Mariana,  in  her  lines 

"I  cry  you  mercy,  sir;  and  well  could  wish 
You  had  not  found  me  here  so  musical," 

that  she  was  playing  for  the  boy  to  sing.  It  would  certainly  add  to 
the  poignant  beauty  of  the  little  scene  if  one  or  the  other,  preferably 
the  boy,  could  play  the  accompaniment. 

All's  Well  That  Ends  Well 

The  usual  ceremonial  flourish  of  cornets  heralds  the  entrances  of 
the  King  in  Act  I,  scene  2;  Act  II,  scene  i ;  Act  III,  scenes  i  and  3; 
and  Act  V,  scene  3.  For  this,  see  Shakespeare  and  Music  (Naylor), 
p.  200. 

Act  III,  scene  5.  "^  tucket  afar  q^." 

For  this,  a  French  tucket  should  be  sounded,  which  will  be  found 
in  Shakespeare  and  Music  (Naylor),  p.  202.  When  the  troops  pass 
with  ''''drum  and  colors,''^  a  march  should  be  played  by  the  drums.  For 
this,  see  Shakespeare  and  Music,  p.  201. 

Act  IV,  scene  i.  ''Alarum  within. ^^ 

This  would  be  a  rapid  rolling  of  side  drums  heard  "off*." 

"^  short  alarum  within.'*^ 

18.  Noble,  Richmond,  Shakespeare^ s  Use  of  Song,  pp.  88-91. 
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Twelfth  Night 
Act  /,  scene  i 

The  music  played  for  the  Duke's  delectation  is  evidently  per- 
formed by  a  group  of  his  own  musicians  and,  furthermore,  they  are 
evidently  "discovered"  as  the  play  begins.  This  would  mean  cos- 
tuming a  number  of  musicians  for  this  one  opening  number — a 
costly  procedure.  There  seems  no  reason  why  the  music  should  not 
be  heard  "off"  if  the  Duke  can  address  his  orders  to  them  convinc- 
ingly enough  to  suggest  that  they  are  in  an  adjoining  room. 

According  to  Dr.  Naylor,^^  the  piece  they  performed  could  have 
been  "The  Lord  Salisbury,  his  Pavin"  by  Orlando  Gibbons,  which 
has  in  the  last  strain  a  "dying  fall."  It  will  be  remembered  that  the 
Duke  requests  them  to  repeat  this  strain.  This  pavan  may  be  found 
in  the  modern  reprint  of  Parthenia  edited  by  Margaret  H.  Glyn, 
and  in  Dances  of  England  and  France  (Dolmetsch)  p.  96. 

Act  II,  scene  3.  "0  mistress  mine.^* 

A  contemporary  setting  for  this  song  is  credited  to  Thomas 
Morley,  and  the  melody  was  later  used  for  a  composition  for  the 
virginals  by  William  Byrd.  It  can  be  found  in  Melody  and  the  Lyric 
(Gibbon),  p.  113,  and  in  Shakespeare  in  Music  (Elson),  pp.  209-210. 
Feste  should  accompany  himself  on  a  guitar  or  mandolin. 

With  one  exception  the  catches  and  snatches  of  ballad  and  the 
like  sung  by  Sir  Toby  are  all  extant  and  may  be  found  as  follows: 

"Hold  thy  peace" — a  catch  for  three  voices:  Melody  and  the  Lyric, 
p.  1 10;  Shakespeare  and  Music  (Naylor),  p.  192;  Shakespeare  in  Music, 
p.  211;  and  Fifty  Shake spere  Songs. 

"Three  merry  men  are  we":  Melody  and  the  Lyric,  p.  79;  Shakespeare 
and  Music,  p.  182;  Shakespeare  in  Music,  p.  214;  Fifty  Shake  spere  Songs. 

"Tilly  vally,  lady!  There  dwelt  a  man  in  Babylon":  Shakespeare 
and  Music,  p.  183. 

"Farewell,  dear  heart":  Shakespeare  and  Music,  p.  183;  arranged 
with  all  the  bits  of  dialogue,  in  Shakespeare  in  Music,  pp.  216-218, 
and  in  Fifty  Shakespere  Songs. 

19.   Naylor,  Edward  W.,  Shakespeare  and  Music,  p.  105. 
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"O,  the  twelfth  day  of  December"  is  probably  the  opening  line 
of  the  old  ballad  of  Musselburgh  Field  and  could  be  sung  to  any 
ballad  tune. 

Act  II,  scene  ^.  ^'' Music  plays. "^^ 

This  direction  follows  the  Duke's  command 

"Seek  him  [Feste]  out,  and  play  the  tune  the  while." 

The  tune  played  is,  therefore,  the  one  to  which  "Come  away, 
Death"  is  sung  shortly  after.  No  tune  for  this  has  survived,  but  it  is 
evident  from  the  Duke's  references  to  it  as  "old  and  antique"  and 
"old  and  plain"  that  it  was  a  traditional  ballad  air.  With  very  little 
alteration  it  can  be  sung  to  such  old  airs  from  Popular  Music  of  the 
Olden  Time  (Chappell)  as  "Dulcina,"  Vol.  I,  p.  143;  "Was  ever 
man  so  tost  in  love,"  Vol.  I,  pp.  1 71-172;  and  "In  sad  and  ashy 
weeds,"  Vol.  I,  p.  202. 

Act  V,  scene  i 

The  epilogue  song,  "When  that  I  was  and  a  little  tiny  boy,"  can 
be  found  in  Shakespeare  in  Music  (Elson),  pp.  321-322,  and  in  Pop- 
ular Music  of  the  Olden  Time  (Chappell),  Vol.  I,  225.  (For  the  use  of 
part  of  this  song  in  Lear,  see  page  281.) 

The  Winter's  Tale 

In  the  first  three  acts  of  this  play  there  are  no  directions  for  music, 
nor  is  its  use  indicated  in  the  text,  though  doubdess  the  usual  three 
blasts  of  the  trumpet  herald  the  entrance  of  Chorus  after  Act  III. 
With  the  entrance  of  Autolycus  in  Act  IV,  scene  2,  however,  the 
play  shifts  into  another  key,  and  music,  of  one  kind  and  another, 
occurs  frequently  throughout  the  act. 

Act  IV,  scene  j 

With  a  bound,  Autolycus  comes  rollicking  on  singing  "When 
daffodils  begin  to  peer."  The  tune  this  was  sung  to  might  have  been 
any  one  of  the  popular  ballad  airs  of  the  time,  and  with  all  the 
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contemporary  tunes  that  are  extant  it  should  not  be  hard  to  find  one 
that  is  suitable.  Perhaps  "Heart's-ease"  would  be  about  as  good  as 
any.  It  had  already  been  used  for  the  words  of  a  song  in  Thomas 
Rycharde's  Misogonus  in  1 560,  and  it  is  as  a  setting  to  this  song  that 
it  appears  in  Popular  Music  of  the  Olden  Time  (Chappell),  Vol.  I, 
p.  210. 

The  music  to  Autolycus's  exit  song,  "Jog  on,  jog  on  the  foot- 
path way,"  is  known  to  have  been  the  traditional  air  of  "Hanskin," 
and  this  may  be  found  in  Shakespeare  and  Music  (Naylor),  p.  i%^ 
in  Melody  and  the  Lyric  (Gibbon),  p.  104;  and,  together  with  a  special 
note  on  the  popularity  of  the  tune,  in  Popular  Music  oj  the  Olden 
Time^  Vol.  I,  pp.  21 1-2 12. 

Act  IV,  scene  4.  '''Music.  Here  a  dance  of  Shepherds  and  Shepherdesses.'^^ 

This  must  have  been  a  country  dance,  and  the  hay  at  once  sug- 
gests itself  as  most  suitable.  Unfortunately  little  is  actually  known 
of  this  dance,  but  it  is  suggested  by  some  authorities  that  many 
features  of  it  survive  in  the  Sir  Roger  de  Coverley,  or  the  Virginia 
reel  (see  pages  254-255),  and  this  would  be  an  appropriate  dance, 
allowing,  as  it  does,  for  boisterous  and  clumsy  dancing  by  the  rustics 
and  dainty  elegance  of  movement  by  Florizel  and  Perdita.  Of  the 
latter  is  said,  it  will  bo  remembered,  "She  dances  featly."^^ 

Music  for  the  Sir  Roger  de  Coverley  will  be  found  in  Popular 
Music  of  the  Olden  Time  (Chappell),  Vol.  II,  p.  535. 

''Enter  Autolycus  singing  'Lawn  as  white  as  driven  snow.''  " 

A  contemporary  setting  for  this  song  by  Dr.  John  Wilson  may  be 
found  in  Melody  and  the  Lyric  (Gibbon),  p.  121,  and  in  Fifty  Shake- 
spere  Songs. 

The  tune  of  "Two  maids  wooing  a  man,"  suggested  by  Autolycus 
as  the  one  to  which  they  will  sing  the  song  for  three  voices,  "Get 
you  hence,  for  I  must  go,"  is  unknown,  but  it  can  be  sung  to  the  air 
of  another  popular  song,  "O  mistress  mine,"  which  can  be  found  in 

20.  With  graceful  agility. 
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Popular  Music  of  the  Olden  Time,  Vol.  I,  p.  209,  and  in  Fifty  Shakespere 
Songs. 

Although  "Will  you  buy  any  tape"  is  sometimes  indicated  as  sung 
by  Autolycus  on  his  exit,  yet  since  there  is  only  one  arrangement  that 
is  contemporary  and  since  that  is  in  round  form,  it  might  be  better 
for  him  to  "cry"  the  lines  like  the  huckster  that  he  is. 

''^Here  a  dance  oj  twelve  Satyrs,'^'* 

Here  is  a  possible  example  of  a  Court  antimasque  dance  that  was 
performed  in  the  public  playhouses.  Professor  Ashley  H.  Thorndike 
in  his  Influence  oj  Beaumont  and  Fletcher  on  Shakespere,  in  speaking  of 
Ben  Jonson's  Masque  oj  Oberon,  performed  at  Court  on  January  i , 
1 6 1 1 ,  says, 

This  contains  an  antimasque  of  satyrs,  and  I  conjecture  that  the  dance 
of  satyrs  in  the  Winter^ s  Tale  was  directly  suggested  by  the  antimasque. ^^ 

He  then  goes  on  to  compare  the  dance  and  the  appearance  of  the 
dancers  in  the  masque  with  the  dance  and  dancers  as  described  in 
the  play.  For  instance,  in  the  antimasque  there  are,  he  says, 

ten  (or  twelve)  satyrs,  'with  bells  on  their  shaggy  thighs,' 

and  he  quotes  such  descriptions  as  the  following  from  the  masque: 

an  antic  dance  full  of  gesture  and  swift  motion, 

and 

the  satyrs  beginning  to  leap  and  express  their  joy. 

In  the  play,  he  points  out, 

there  is  a  similar  antic  dance  for  twelve  satyrs  .  .  .  [who],  like  the  dancers 
in  the  masque,  .  .  .  are  great  leapers  and  like  those  are  men  of  hair. 

Further  confirmation  comes  from  the  fact  that  these  "antic"  dances 
in   the   Court   masques   were   always   performed   by   professional 

21.  Thorndike,  Ashley  H.,  The  Influence  of  Beaumont  and  Fletcher  on  Shakspere^  Press 
of  O.  B.  Wood,  Worcester,  Mass.,  1901,  pp.  32-33. 
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actors,  and  in  the  play  we  have  the  excited  Servant's  report  that 

"One  three  of  them,  by  their  own  report,  sir,  hath  danced  before  the 
king," 

which  might  well  have  been  the  case. 

According  to  the  text,  this  dance  must  have  been  a  morris,  or  a 
very  vigorous  galliard,  with  a  good  deal  of  acrobatic  display,  such 
as  handsprings,  somersaults,  leaps — "one  of  them  jumps  twelve 
foot  and  a  half"^^ — leap  frog,  and  the  Kibby  dance  step.  This  last, 
sometimes  called  "Cossack  dancing"  today,  consists  of  squatting 
and  thrusting  out  alternate  legs  in  rapid  succession.  Suitable  music 
can  be  found  in  Popular  Music  of  the  Olden  Time,  Vol.  I — ^for  instance, 
"The  Staines  Morris  Tune,"  pp.  125-126,  "Barley-break,"  p.  135, 
or,  if  a  galliard  is  preferred,  "Galliard,  Sweet  Margaret,"  p.  155. 
This  last  starts  rather  slowly  in  3  /4  time  but,  changing  to  6  /8, 
works  up  to  a  very  brisk  tempo.  Again  swift  lively  music  is  found  in 
"The  King's  Jig,"  Vol.  II,  pp.  495-496,  and  "Give  ear  to  a  frolic- 
some ditty,"  Vol.  II,  p.  554.  It  goes  without  saying  that,  if  possible, 
the  accompaniments  for  the  two  dances  should  be  played  on  pipe 
and  tabor. 

Act  V,  scene  3.  ^' Music. ^^ 

"Music,  awake  her:  strike!"  is  the  cue  for  the  "still"  music  that 
accompanies  the  transformation  of  the  statue  to  the  living  Her- 
mione.  The  "strike"  suggests  stringed  instruments,  and  an  exquisite 
air  such  as  "Western  Wind"  played  on  a  dulcimer  or  harp,  off 
stage,  would  be  very  effective.  This  can  be  found  in  Melody  and  the 
Lyric  (Gibbon),  p.  33,  and  in  Popular  Music  oj  the  Olden  Time 
(Ghappell),  Vol.  I,  p.  58. 

The  Tempest 

Act  /,  scene  2.  ^''Re-enter  Ariel,  invisible,  playing  and  singing.^^ 

This  song,  "Come  unto  these  yellow  sands,"  has  a  country-dance 
rhythm,  and  Ariel  may  possibly  have  accompanied  himself  on  a 

22.  This  would  not  be  difficult  for  those  actors  who  started  their  careers  as  "tum- 
bling boys." 
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"kit"  (a  small  fiddle),  an  instrument  associated,  at  the  time,  with 
rustic  reveling. ^^  "Full  fathom  five,"  sung  a  few  lines  later,  must 
also  have  been  self-accompanied.  For  modern  production,  a  guitar 
would  be  best  for  these  songs.  The  refrains  in  both  songs  are  sung 
by  a  chorus  "within"  (off  stage),  and  it  would  add  greatly  to  the 
mystification  of  Ferdinand  if  some  voices  came  from  one  window 
stage,  some  from  another,  and  some  from  the  minstrels'  gallery. 

The  original  musical  settings  for  these  songs  are  lost,  but  one 
setting  for  "Full  fathom  five,"  made  in  1613  by  Robert  Johnson, 
was  certainly  composed  for  a  Court  presentation  of  the  play.  This 
can  be  found  in  Fifty  Shakespere  Songs  and  in  Shakespeare  in  Music 
(Elson),  pp.  187-189.  The  earliest  available  setting  for  "Gome 
unto  these  yellow  sands"  is  one  made  by  John  Banister.  This  also 
can  be  found  in  Fifty  Shakespere  Songs. 

Act  II,  scene  i.  '^ Enter  Ariel  (invisible)  playing  solemn  music. '^'^ 

This  might  very  well  be  a  "dump,"  as  the  music  to  a  very  solemn 
type  of  "doleful  ditty"  was  called.  One  such  piece,  "My  Lady 
Carey's  Dump,"  can  be  found  in  Shakespeare  and  Music  (Naylor), 
pp.  199-200.  Or  a  very  solemn  pavan  would  be  in  order,  such  as 
any  one  of  the  seven  to  be  found  in  Lachrymae,  or  Seven  Tears,  or  even 
a  song  tune  such  as  "When  griping  grief,"  in  Shakespeare  and  Music, 
p.  187,  or  "O  Death,  rock  me  on  sleep,"  in  Melody  and  the  Lyric 
(Gibbon),  p.  34,  and  also  in  Popular  Music  of  the  Olden  Time  (Chap- 
pell,  Vol.  I,  p.  238. 

^^Re-enter  Ariel  invisible.  .  .  .  Sings  in  GonzaWs  ear.^"* 

Ariel  sings,  "While  you  here  do  snoring  lie."  The  music  for  this 
is  not  known,  but  it  could  be  sung  to  "A  Gigg"  by  William  Byrd,  to 
be  found  in  An  Elizabethan  Virginal  Book  (Naylor),  pp.  43-44. 

Act  II,  scene  2.  '^^ Enter  Stephano,  singing;  a  bottle  in  his  hand.'^^ 

This  song,  "I  shall  no  more  to  sea,"  is  continued,  after  two  lines 
of  dialogue,  with  the  line  "The  master,  the  swabber,  the  boatswain, 
and  I."  (See  Shakespeare  and  Music  (Naylor),  p.  185.) 

23.  These  small  instruments,  as  well  as  all  viols,  were  not  held  under  the  chin,  but 
merely  rested  against  the  chest  so  that  self-accompanied  singing  was  not  difficult. 
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Caliban  sings  drunkenly, 

''Farewell,  master;  farewell,  farewell! 
No  more  dams  I'll  make  for  fish." 

The  original  tune  is  unknown,  but  for  a  later  setting,  made  by  John 
Christopher  Smith,  see  Fifty  Shakespere  Songs. 

Act  III,  scene  2 

Stephano  drunkenly  sings  a  catch, 

"Flout  'em,  and  scout  'em;  and  scout  'em,  and  flout  'em; 
Thought  is  free," 

calling  to  Trinculo  to  join  him.  Caliban,  however,  stops  them  by 
saying  "That's  not  the  tune,"  whereupon  the  invisible  Ariel  ^^ plays 
the  tune  on  a  tabor  and  a  pipe. ^^  Stephano  can,  obviously,  use  any  tune 
for  his  singing.  The  correct  tune  that  Ariel  plays  has  not  survived, 
but  a  catch  with  these  words  was  composed  by  Henry  Purcell  in 
1675  and  may  be  based  on  an  old  tune.  This  can  be  found  in  a  rare 
book  known  as  Cauldfield's  Collection  oj  the  Vocal  Music  in  Shake- 
spear^  s  Plays. 

Act  III,  scene  2'  ^''Solemn  and  strange  music. "^"^ 

There  is  an  old  ballad  tune  that  would  justify  Gonzalo's  descrip- 
tion of  this  music  as  "marvelous  sweet  music."  It  is  called  "By  a 
bank  as  I  lay,"  and  is  to  be  found  in  Popular  Music  of  the  Olden  Time 
(Chappell),  Vol.  I,  p.  63.  This  could  continue  for  background 
music  through  the  following  business: 

^^Enter  Prospero  above,  invisible.  Enter  several  strange  Shapes,  bringing 
in  a  banquet:  they  dance  about  it  with  gentle  actions  oj  salutation;  and, 
inviting  the  King,  etc.,  to  eat,  they  depart. "^^ 

This  is  no  formal  or  set  dance,  it  seems,  but  rather  light  graceful 
running  with  deep  bows  and  curtsies  and  gestures  of  invitation  to 
the  mortals  to  come  to  the  banquet  table  and  eat.  An  old  tune  that 
was  used  for  the  setting  of  many  sad  and  doleful  ballads  and  songs 
and  known  as  "Come  live  with  me"  would  be  suitable  as  back- 
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ground  music.  This  can  be  found  in  Popular  Music  of  the  Olden  Time, 
Vol.  I,  p.  215,  and  in  Shakespeare  and  Music  (Naylor)  p.  182. 

"Jf/<?  [Ariel]  vanishes  in  thunder;  then,  to  soft  music,  enter  the  Shapes 
again,  and  dance,  with  mocks"^^  and  mows,'^^  and  carrying  out  the 
table:' 

The  same  music  used  for  the  first  part  of  this  "Hving  drollery" 
can  be  used  here.  Again  the  dance  is  no  more  than  a  mime,  but 
this  time  there  is  something  sinister  and  mocking  about  the  gestures 
and  facial  expressions. 

Act  IV,  scene  i,  '"''Soft  music.  Enter  Iris:' 

This  music  should  continue  until  after  Juno  enters.  Then  Juno 
and  Ceres  sing  a  duet,  "Honor,  riches,  marriage-blessing."  The 
musical  setting  is  unknown,  but,  with  careful  adaptation,  Thomas 
Giles's  setting  of  "Triumph,  now  with  joy  and  mirth"  might  be 
used,  and  the  same  air  could  be  played  for  the  "soft  music." 

^^ Enter  certain  Reapers,  properly  habited;  they  join  with  the  Nymphs  in  a 
graceful  dance :^ 

The  Branle  du  Haut  Barrois  is  described  by  Arbeau  in  Orchesog- 
raphy,  p.  118,  as  being 

danced  by  serving  men  and  wenches,  and  sometimes  by  young  men  and 
damsels  of  gentle  birth  when  they  make  a  masquerade  disguised  as 
peasants  and  shepherds,  or  when  they  dance  merrily  among  themselves. 

Here  would  seem  to  be  the  ideal  dance  for  this  particular  part 
of  the  masque.  Moreover,  it  should  not  be  hard  to  find  music  to  fit 
the  steps  and  tempo,  for  any  gay  tune  in  common  time  will  do.  The 
traditional  air  for  this  dance  will  be  found  in  Orchesography,  p.  i  ig. 

Act  V,  scene  i 

Ariel  sings  "Where  the  bee  sucks,"  and  here  we  are  on  safe 
ground,  for  a  setting  by  Robert  Johnson  was  composed  for  a  Court 
presentation  of  the  play.  It  will  be  found  in  Fifty  Shakespere  Songs. 

24.  Sport  or  play. 

25.  Grimace. 
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Pericles 

This  play  is  thought  to  be,  in  greater  part,  the  work  of  Fletcher, 
and  the  claim  is  supported,  apart  from  verbal  evidence,  by  the  fact 
that  it  introduces  more  continuous  instrumental  music  than  any 
play  accredited  wholly  to  Shakespeare.  Fletcher  consistently  used 
instrumental  and  vocal  music  as  a  theatrical  device,  and  this  char- 
acteristic is  accounted  for  by  his  easy  access  to  skilled  musicians 
as  a  result  of  his  social  and  professional  connections  with  the  Court. 

It  is  a  languid  and  rambling  play,  and  its  tainted  and  decadent 
themes  mark  the  decline  of  drama  in  the  public  playhouses  and  the 
rise  of  a  more  sophisticated  type  of  entertainment  that  catered  to 
the  exclusive  audience  that  frequented  the  private  theaters. 

Gone  are  all  the  hearty  flourishes  and  sennets  and  the  lusty  drum 
and  trumpet  music,  for,  with  the  exception  of  the  traditional  three 
blasts,  which,  no  doubt,  heralded  the  entrance  of  Gower  as  Chorus, 
all  the  music  is  soft,  insidious,  and  obviously  aimed  at  theatrical 
effect. 

^^Music^^  accompanies  the  entrance  of  Antiochus's  daughter  and, 
without  doubt,  continues  through  the  eulogy  which  follows.  The 
five  dumb  shows  are  certainly  presented  to  the  sound  of  music;  the 
masque  of  Knights  and  Ladies  is  danced  to  music;  the  visionary 
Diana  speaks  to  music;  the  dead  Thaisa  is  restored  to  life  by  music; 
and  Marina  sings  to  rouse  Pericles  from  his  melancholy. 

It  is  doubtful  if  there  would  be  any  value  in  a  modern  presenta- 
tion of  this  play,  for  there  is  little  here  to  appeal  to  present-day 
taste.  The  introduction  of  the  Chorus  and  of  dumb  shows,  which 
were  old  enough  to  be  revived  as  historical  novelties  in  161 2,  finds 
no  favor  today,  and  the  formlessness  and  grossness  of  the  play  as  a 
whole  make  its  revival  a  very  doubtful  proposition  to  any  hardy 
enough  to  consider  such  an  undertaking.  Scenes,  notably  those 
accredited  to  Shakespeare,  might  be  given  in  an  experimental 
program — for  example,  those  dealing  with  the  Marina  story, 
especially  those  in  the  last  act.  This  would  give  an  opportunity  for 
the  inclusion  of  the  song  that  Marina  sings  to  soothe  her  father's  sad 
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heart.  Appropriately  enough  there  is  a  song  written  by  Fletcher  and 
set  to  music  by  Robert  Johnson,  which  is  extant  and  which  is  so 
applicable  to  the  situation  in  the  scene  that  we  can  almost  risk  a 
guess  that  it  was  sung  in  the  original  performance.  It  is  known  as 
"Care-charming  sleep"  and  can  be  found  in  Melody  and  the  Lyric 
(Gibbon),  p.  125. 
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*Read,  Charles,  The  Elizabethan  Jig  and  Related  Song  and  Dance,  Basker- 
ville,  Chicago,  1929. 

SquiRE,  W.  Barclay,  "Music,"  Shakespeare'' s  England,  Vol.  H,  Chap.  17 

(2). 

Turner,  W.  J.,  English  Music,  Britain  in  Pictures,  Ltd.,  London,  1941? 
See  Chap.  2  for  an  interesting  account  of  the  development  of  secular 
music  in  England.  Illustrations  of  Elizabethan  musicians. 

Dance 

*Arbeau,  Thoinot  (pseudonym  for  Jehan  Tabourot),  Orchesography,  a 
treatise  in  the  form  of  a  dialogue  whereby  all  manner  of  persons  may  easily  acquire 
and  practice  the  honourable  exercise  of  dancing,  translated  from  the  original 
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edition  published  at  Langres,  1588,  by  Cyril  W.  Beaumont,  C.  W. 
Beaumont,  London,  1925.  Excellent  source  for  Court  dances  of  the 
Elizabethan  period.  The  French  forms  are  described,  but  since  the 
English  Court  danced  the  imported  dances,  the  descriptions  are  un- 
doubtedly apt.  Very  detailed  delineation  of  steps,  movements,  music, 
and  deportment.  , 

*DoLMETSCH,  Mabel,  Dances  of  England  and  France  fromi  4^0-1 600,  with  Their 
Music  and  Authentic  Manner  of  Performance,  Routledge  and  Kegan  Paul, 
Ltd.,  London,  1949.  This  book  is  indispensable  for  the  student  and  per- 
former of  Elizabethan  dances,  containing  as  it  does  detailed  descrip- 
tions of  the  steps,  figures,  and  authentic  manner  in  which  they  should 
be  performed.  Very  beautiful  contemporary  music  together  with  fine 
illustrations  makes  this  a  most  valuable  text. 

Douce,  Francis,  Illustrations  of  Shakspeare  and  of  Ancient  Manners:  with 
Dissertations  on  the  Clowns  and  Fools  of  Shakspeare;  on  the  Collection  of  Popular 
Tales  Entitled  Gesta  Romanorum;  and  on  the  English  Morris  Dance,  Long- 
man, Hurst,  Reese  and  Orme,  London,  1807.  Vol.  II,  Dissertation; 
Vol.  Ill,  Ancient  English  Morris  Dance. 

*HoRST,  Louis,  Pre-classic  Dance  Forms,  The  Dance  Observer,  New  York, 
1937.  Brief  but  excellent  histories  of  the  Court  dances;  bibliographies  of 
suggested  music,  classified  according  to  specific  dances.  Instructions 
for  a  number  of  the  dances. 

Lawrence,  William  J.,  Pre- Restoration  Stage  Studies,  Harvard  University 
Press,  Cambridge,  Mass.,  1927.  See  Chap.  4,  "The  Elizabethan  Stage 

Jig." 

*Naylor,  (Dr.)  Edu^ard  W.,  An  Elizabethan  Virginal  Book,  E.  P.  Dutton  & 
Co.,  Inc.,  New  York,  1905.  Excellent  descriptions  of  steps  of  the 
Elizabethan  dances  together  with  music  for  their  performance. 

,  Shakespeare  and  Music,  J.  M.  Dent  &  Sons,  Ltd.,  London,  1931- 

See  Chap.  5,  "Dances  and  Dancing." 

*Playford,  John,  The  English  Dancing  Master,  now  reprinted  for  the  first 
time  from  the  edition  of  i6jo,  with  the  tunes  in  modern  notation,  edited  by 
Leslie  Bridgewater  and  Hugh  Mellor,  Hugh  Mellor,  London,  1933.  Airs, 
steps,  and  figures  of  traditional  country  dances. 

Sachs,  Curt,  World  History  of  the  Dance,  translated  by  Bessie  Schonberg, 
W.  W.  Norton  &  Company,  New  York,  1937.  Background  material 
for  practically  every  known  type  of  dance  may  be  found  by  means  of  the 
index  of  this  extremely  useful  and  interesting  book. 

Sharp,  Cecil  J.,  and  A.  P.  Oppe,  The  Dance:  An  Historical  Survey  of  Danc- 
ing in  Europe,  Minton,  Balch  &  Co.,  New  York,  1924. 


Elizabethan  Music  Available  for 
Use  in  the  Plays'^ 

Ayres  by  Alfonso  Ferrabosco  the  Younger,  The  English  School  of  Lutenist  Song 
Writers^  Second  Series,  edited  by  Rev.  Edmund  H.  Fellowes,  Stainer 
&  Bell,  Ltd.,  London,  c.  1925. 

The  Celebrated  Music  to  Macbeth  in  Complete  Score  with  Accompaniment  for  the 
Pianoforte  by  Matthew  Lock,  modern  arrangement  for  piano  by  E.  J. 
LoDER,  Angener  &  Co.,  London,  n.d.  For  a  discussion  of  the  composer, 
see  page  278. 

The  Collected  Works  of  William  Byrd,  edited  by  Rev.  Edmund  H.  Fellowes, 
London,  1937. 

A  Collection  of  the  Vocal  Music  in  Shakespear's  Plays,  including  the  whole  of  the 
songs,  duetts,  glees,  choruses,  etc.,  edited  by  John  Cauldfield.  Engraved 
from  original  manuscripts  and  early  printed  copies,  chiefly  from  the 
collection  of  W.  Kitchiner;  revised  and  arranged  with  an  accompani- 
ment for  the  pianoforte  by  Mr.  Addison.  Very  rare,  but  can  be  found 
in  some  music  libraries.  Boston  Public  Library  has  one  copy. 

Dances  Grave  and  Gay,  edited  by  Margaret  H.  Glyn,  Winthrop  Rogers, 
London,  n.d. 

Easy  Elizabethans,  edited  by  Harold  Craxton,  Oxford  University  Press, 
New  York,  n.d. 

Elizabethan  Suite,  arranged  for  two  pianos  by  Ethel  Bartlett,  Oxford 
University  Press,  New  York,  1947. 

English  Ayres:  Elizabethan  and  Jacobean,  edited  and  transcribed  from  the 
original  edition  by  Peter  Warlock  and  Philip  Wilson,  Oxford  Uni- 
versity Press,  New  York,  1927.  Love  lyrics  with  settings  composed  by  the 
most  famous  musicians  of  the  time.  Arranged  for  piano. 

English  Instrumental  Music  in  the  16th  and  lyth  Centuries  from  MSS  in  the  New 
York  Public  Library.  Part  IV,  No.  2,  four  In  Nomines  by  William  Byrd, 
Robert  Parsons,  Alfonso  Ferrabosco,  and  Brewster  (first  name 
unknown);  No.  6,  eight  suites  in  four  parts  for  consort  music  by  Mat- 
thew Locke;  pavans,  galliards,  almaines,  and  other  short  airs  in  five 
parts  for  viols,  violins,  and  wind  instruments.  These  can  be  purchased 
from  the  New  York  Public  Library,  42d  Street,  New  York. 

The  English  Madrigal  School,  edited  by  Rev.  Edmund  H.  Fellowes, 
Stainer  &  Bell,  Ltd.,  London,  191 3-1 924.  Vocal  scores  with  pianoforte 
accompaniment . 

2.  See  also  Books  for  Reference  and  Reading,  pages  312-314,  in  some  of  which  music 
is  included;  and  Recordings  Available  for  Use  in  Elizabethan  Stage  Production,  pages 
319-326. 
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The  English  School  of  Lutenist  Song  Writers,  Series  i  and  2,  edited  by  Rev. 
Edmund  H.  Fellowes,  Stainer  &  Bell,  Ltd.,  London,  1 920-1 932.  Each 
series,  16  vols. 

Fijty  Shakespere  Songs,  edited  by  Charles  Vincent,  Oliver  Ditson  Co., 
Boston,  1906.  Part  L  Songs  mentioned  in  the  plays.  Part  IL  Songs 
possibly  sung  in  the  original  performances.  Part  IIL  Settings  composed 
since  Shakespeare's  time  to  the  middle  of  the  19th  century.  Part  IV. 
Recent  settings. 

The  First  Book  of  Elizabethan  Songs,  The  Second  Book  of  Elizabethan  Songs,  The 
Third  Book  of  Elizabethan  Songs,  originally  composed  for  one  voice  to  sing 
and  four  stringed  instruments  to  accompany,  transcribed  from  1 6th  and 
early  1 7th  century  MSS  by  Peter  Warlock,  Oxford  University  Press, 
New  York,  1926.  Separate  scores  for  each  instrument  are  included  in 
the  volumes.  Here  may  be  found  many  of  the  songs  sung  by  the  Children 
of  the  Chapel  Royal,  some  of  which  are  presumably  from  their  plays. 

The  Fitzwilliam  Virginal  Book,  edited  from  the  original  manuscript  with  an 
introduction  and  notes  by  J.  A.  Fuller  Maitland  and  W.  Barclay 
Squire,  London,  1899.  Rare  and  very  expensive.  For  what  is  best  in  this 
collection  for  use  in  stage  production,  see  An  Elizabethan  Virginal  Book 
(Naylor).^  See  also  reprint  edition  and  Select  Pieces  from  the  Fitzwilliam 
Virginal  Book  listed  below. 

The  Fitzwilliam  Virginal  Book,  reprint  edition,  Broude  Brothers,  New  York. 

Forty  Elizabethan  Songs,  edited  and  arranged,  with  the  original  accompani- 
ments, by  Rev.  Edmund  H.  Fellowtes,  Stainer  &  Bell,  Ltd.,  London, 
1 92 1.  Four  song  albums  of  "a  choice  selection  from  the  famous  school 
of  song  writers  who  were  contemporaries  of  Shakespeare."  Arranged 
for  piano  accompaniment.  Available  in  two  keys — high  and  low. 

Forty-five  Pieces  for  Keyboard  Music  Composed  by  William  Byrd,  edited  by 
Stephen  Tuttle,  editions  de  I'Oiseau-Lyre,  Paris;  n.d. 

The  Golden  Treasury  of  Piano  Music:  a  Collection  of  Pieces  Written  for  the 
Virginal,  Spinet,  Harpsichord,  and  Clavichord,  by  composers  of  the  i6th, 
1 7th,  and  1 8th  centuries,  edited  by  Louis  Oesterle,  2  vols.,  G.  Schirmer, 
Inc.,  New  York,  1904.  Volume  I  contains  music  of  Shakespeare's  time. 

The  Handbook  of  Shakespeare  Music,  being  an  account  of  three  hundred  and  fifty 
pieces  of  music  set  to  words  taken  from  the  plays  and  poems  by  Shakespeare,  the 
compositions  ranging  from  the  Elizabethan  Age  to  the  present  time,  by  Alfred 
RoFFE,  Chatto  &  Windus,  London,  1878. 

John  Bull,  selected  edition,  transcribed  and  edited  from  MSS  by  Mar- 
garet H.  Glyn,  2  vols.,  Stainer  &  Bell,  Ltd.,  London,  n.d. 

3.  For  bibliographical   details,   see  Books  for  Reference  and  Reading,  page  313. 
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Lachrymae^  or  Seven  Tears,  fig^^^^d  in  seven  passionate  pavans  with  divers  other 
pavans,  galiards  and  almands,  by  John  Dowland,  transcribed  from  the 
original  edition  of  1605,  Oxford  University  Press,  New  York,  1927. 
"Score  and  separate  parts  for  violin  i,  violin  2,  viols,  cello  i,  cello  2, 
and  lute." 

Old  English  Composers  for  the  Virginals  and  Harpsichord:  A  Collection  of  Pre- 
ludes, Galliards,  Pavanes,  Grounds,  Chaconnes,  Suites,  Overtures,  Sonatas,  etc., 
Selected  from  the  Works  of  William  Byrde,  Dr.  John  Bull,  Orlando  Gibbons, 
Dr.  John  Blow,  Henry  Purcell  and  Dr.  Thomas  Augustine  Arne,  revised  and 
edited  by  E.  Pauer,  G.  Schirmer,  Inc.,  New  York,  n.d.  This  collection 
includes  all  the  Parthenia  music. 

Old  English  Suite,  by  Giles  Farnaby,  edited  by  Granville  Bantock, 
Novello,  London,  n.d. 

Orlando  Gibbons:  Complete  Keyboard  Works,  transcribed  and  edited  by 
Margaret  H.  Glyn,  5  vols.,  Stainer  &  Bell,  Ltd.,  London,  1925. 

The  Oxford  Choral  Songs  from  the  Old  Masters:  The  English  Lutenists,  twenty-six 
transcriptions  from  lute  tablature  by  Peter  Warlock  and  Philip 
Wilson,  edited  by  W.  G.  Whittaker,  Oxford  University  Press,  New 
York,  1927.  "A  scholarly  edition  of  airs,  mostly  Elizabethan,  for  choral 
singing." 

Pammelia  and  Other  Rounds  and  Catches,  by  Thomas  Ravenscroft,  (1609- 
161 1 ),  transcribed  and  edited  from  the  original  editions  by  Peter 
Warlock,  Oxford  University  Press,  New  York,  1929. 

Parthenia,  or  The  Maydenhead  of  the  First  Musicke  That  Ever  Was  Printed  for 
the  Virginals,  by  William  Byrd,  Dr.  John  Bull,  and  Orlando  Gibbons, 
The  Harrow  Replicas,  No.  3,  W.  Heffer  &  Sons,  Ltd.,  Cambridge, 
England,  1943.  These  replicas  are  fine  facsimiles  of  memorable  books, 
autographs,  and  documents. 

,  a  modern  reprint,  edited  by  Margaret  H.  Glyn,  London  (?), 

1927. 

,  edited  by  Kurt  Stone,  with  historical  notes  and  facsimiles, 


Broude  Brothers,  New  York,  1952.  The  first  American  edition  of  this 
collection.  See  also  Old  English  Composers  for  the  Virginals  and  Harpischord 
listed  above. 

Popular  Music  of  the  Olden  Time,  by  W.  Chappell,  2  vols.,  Chappell  Com- 
pany, London,  n.d.  A  famous  collection  of  popular  song  and  dance 
music  together  with  historical  background  and  derivations.  Special 
sections  on  Elizabethan  music  and  music  "illustrating  Shakespeare," 
Vol.  I,  pp.  98-243. 

Select  Pieces  from  the  Fitzwilliam  Virginal  Book,  edited  by  J.  A.  Fuller 
Maitland  and  W.  Barclay  Squire,  Chester,  London,  n.d. 
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Six  English  Tunes  from  the  i6th  and  Early  lyth  Centuries  jor  String  Quintet 
(from  a  MS  in  the  British  Museum,  about  1625),  transcribed  and  edited 
by  Peter  Warlock,  Oxford  University  Press,  New  York,  1929. 

Thirty  Virginal  Pieces,  transcribed  by  Elinor  Glyn,  Stainer  &  Bell,  Ltd., 
London,  1927. 

Tudor  Church  Music,  10  vols.,  Oxford  University  Press,  New  York,  1923- 

1929- 

Twenty-Jive  Pieces  for  Keyed  Instruments  from  Cosyn^s  Virginal  Book,  by  John 
Bull,  William  Byrd,  Benjamin  Cosyn,  and  Orlando  Gibbons,  pub- 
lished by  Chester,  London,  n.d. 

For  further  information  on  available  Elizabethan  music,  both  secular 
and  liturgical,  it  is  suggested  that  application  be  made  to  Stainer  &  Bell, 
Ltd.,  58  Berners  Street,  London,  W.i,  for  their  Catalogue  of  Elizabethan 
and  Jacobean  Music. 


Recordings  Available  for  Use  in  Elizabethan 
Stage  Production 

The  modern  producer  is  faced  by  greater  difRculties  than  were 
ever  dreamed  of  by  the  Elizabethan  stage  manager  for,  added  to 
the  lack  of  musical  ability  among  actors,  he  has  to  take  into  account 
the  fact  of  the  Musicians  Union,  which  makes  the  hiring  of  even  a 
trio  far  beyond  his  limited  budget.  Fortunately,  however,  there  is  a 
solution  to  this  problem  of  supplying  a  suitable  musical  background 
for  the  plays — although  the  producer  will  resort  to  it  with  reserva- 
tions. It  is  possible  that,  given  a  fine  phonograph  with  perfect 
amplification,  he  can  supply  incidental  music,  and  even  songs,  by 
means  of  recordings.  Not  only  are  many  fine  recordings  of  Eliza- 
bethan music  available,  but,  in  many  cases,  it  is  played  on  authentic 
instruments  of  the  period. 

New  records  are  made  and  old  records  are  discontinued  so 
rapidly  that  it  is  impossible  to  present  an  accurate  up-to-the- 
minute  list  of  available  recordings  of  Elizabethan  music  that  might 
be  of  use  to  the  producer  of  a  Shakespearean  play.  The  list  following 
should,  therefore,  be  considered  as  suggestive  only. 

Most  of  the  records  mentioned  can  be  purchased  from  dis- 
tributing agencies  that  specialize  in  early  music,  among  which  are 
The  Gramophone  Shop,  Inc.,  New  York,  and  His  Master's  Voice, 
London. 

Those  records  which  were  known  to  have  been  discontinued  at  the 
time  this  list  was  compiled  have  been  indicated  by  a  solid  circle  (•) 
preceding  the  record  number.  These  records  may  often  be  procured 
from  music  libraries  or  from  distributors  who  deal  in  rare  and 
discontinued  records,  such  as  The  Rudolph  Wurlitzer  Company, 
121  East  4th  Street,  Cincinnati,  Ohio;  G.  S.  Falkenstein,  11 18 
Walnut  Street,  Philadelphia  7,  Pa.;  and  The  Record  Collector's 
Exchange,  1329  Sixth  Avenue,  New  York  19,  N.Y. 

The  full  addresses  of  the  record  manufacturers  represented  in  the 
list  are  given  below,  together  with  abbreviations  and  short  titles. 

Allegro  (Allegro),  2  Columbus  Circle,  New  York  19,  N.Y. 
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UAnthologie  Sonore  (AS),  records  obtainable  from  The  Gramo- 
phone Shop,  Inc.,  1 8  East  48th  Street,  New  York,  N.Y. 

Columbia  Graphophone  Company,  Ltd.  (Columbia),  Hayes, 
Middlesex,  England 

His  Master's  Voice  Records  (HMV),  The  Gramophone  Com- 
pany, Ltd.,  Hayes,  Middlesex,  England 

Major  Sound  Effect  Records  (MSER),  distributed  by  Thomas  J. 
Valentino,  Inc.,  1600  Broadway,  New  York  19,  N.Y. 

R.C.A.  Victor  Records  (Victor),  R.C.A.  Victor  Division,  Radio 
Corporation  of  America,  Camden,  N.J. 

Vocal  Music 

Ecclesiastical  Selections 

Gregorian  Chants,  sung  by  the  Monk  Choir  of  Saint-Pierre  de  Solmes  Abbey. 
[HMV  •  Album  M-87,  Records  1 2538-1 2549.] 

,  "Requiem  aeternam"  (introit),  "Absolve  Domine"  (tract),  and 

"Domine  Jesu  Christe"  (offertory)  from  the  Mass  for  the  Dead.  These 
could  be  used  for  background  music  for  the  closing  lines  of  Richard  II, 
when  the  coffin  is  brought  in;  for  the  opening  of  Richard  III,  I,  2;  for  the 
exit  at  the  end  of  Henry  V,  IV,  8;  and  for  the  opening  scene  of  /  Henry 
VI. 

,  "Sanctus"  and  "Agnus  Dei"  from  the  Mass  Cum  Jubilo.  This 


could  be  used  before  and  during  the  chorus  speech  that  precedes  Act  V 
in  Henry  V. 

The  Masterpieces  oj  Gregorian  Chant,  sung  and  recorded  in  the  monastery 
chapel  by  the  Choir  of  Saint-Benoit-Du-Lac,  Saint-Benoit-Du-Lac, 
Brome  County,  Province  of  Quebec,  Canada.  Obtainable  direct  from 
the  monastery. 

• ,  "Kyrie"  from  the  Mass  Clemens  Rector.  [G-8A.] 

,  "Alleluia:  Emitte  Spiritum."  [G-9B.] 

,  "Alleluia:  Veni  Sancte  Spiritus."  [G-9B.]  Suitable  for  the  corona- 
tion or  christening  in  Henry  VIII. 

"Sanctus"  from  the  Mass  Cum  Jubilo.  [G-iiA.]  Appropriate  for 


Henry  V,  IV,  8,  after  the  Battle  of  Agincourt. 

,  "Requiem  aeternam"  (introit).  [3003-A.] 

,   "Requiem    aeternam"    (gradual).    [3004-A.]    Appropriate   for 


funerals. 
Medieval  and  Renaissance  Choral  Music,  sung  by  the  Choir  of  the  Pius  X 
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School  of  Liturgical  Music,  Manhattan  College  of  the  Sacred  Heart. 
[Victor  •  Album  M-739.] 

"Introitus"  from  Missa  pro  Defunctis  (Anerio),  sung  by  the  Sistine  Choir. 
[HMV  DB1572.]  Could  be  used  in  place  of  "Non  Nobis."  (See  Henry  V, 
pp.  260-261.) 

"Nunc  dimittis"  (Palestrina),  sung  by  unaccompanied  choir,  conducted 
by  Sir  Richard  R.  Terry.  [Columbia  571 1.] 

"Sanctus"  and  "Hosanna"  from  Missa  Papae  Marcelli  (Palestrina),  sung 
by  unaccompanied  choir,  conducted  by  Sir  Richard  R.  Terry.  [Colum- 
bia 5712.] 

"O  come,  ye  servants  of  the  Lord"  (Tye),  sung  by  the  Choir  of  West- 
minster Abbey.  [HMV  RG8.]  Suitable  for  the  coronation  scene  in 
Henry  VHL 

Shakespearean  Songs 

Shakespearean  Songs,  sung  by  Leslie  French,  tenor,  as  sung  in  the  Shakes- 
pearean Plays  at  London's  Open  Air  Theatre:  "It  was  a  lover  and  his 
lass";  "Under  the  greenwood  tree";  "Sigh  no  more,  ladies";  "When 
daisies  pied."  [Columbia  •  DX927.] 

,  "Come  away.  Death"  (Barratt);  "When  that  I  was  a  little  tiny 

boy";  "Come  unto  these  yellow  sands";  "Full  fathom  five";  "Where 
the  bee  sucks."  [Columbia  •  DX928.] 

Songs  from  Shakespeare^  s  Plays,  sung  by  Marie  Houston,  soprano;  Frank  La 
Forge  at  the  harpsichord:  "Willow,  willow"  (from  Othello);  the  Airs 
sung  by  Ophelia.  [Victor  Album  P-39,  Record  26706.]  Authentic  tra- 
ditional tunes. 

,  "Where  the  bee  sucks"  (Arne);  "When  daisies  pied";  the  Cuckoo 

Song  from  Lovers  Laboufs  Lost,  with  flute.  [Victor  Album  P-39,  Record 
26707.] 

Songs  from  Shakespeare"* s  Plays:  "Blow,  blow,  thou  winter  wind"  (Arne); 
"Under  the  greenwood  tree"  (Arne).  [HMV  •  B4199.] 

,  "O  mistress  mine"  (Morley);  "Farewell,  dear  heart"  (Jones); 

"Come  away.  Death"  (traditional);  "I  am  gone.  Sir"  (traditional); 
"When  that  I  was  a  Httle  tiny  boy"  (traditional).  [HMV  B201.] 

Songs  from  Shakespeare' s  Plays,  sung  by  Max  Meili,  with  lute  accompani- 
ment: "It  was  a  lover  and  his  lass."  [Victor  Album  M-495,  Record 
1 1 -001 2.] 

Other  Elizabethan  Songs 

Columbia  History  of  Music,  Vol.  I,  to  the  opening  of  the  17th  century: 
"Awake,  sweet  love"  (Dowland),  sung  by  Cecilie  Dolmctsch,  soprano, 
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with  lute  and  viol  accompaniment;  "Sumer  is  i-cumen  in"  (1240  a.d.), 
sung  by  St.  George's  Singers,  unaccompanied.  [Columbia  5715.] 
,  "Rest,  sweet  nymphs"  (Pilkington)  and  "Sing  we  and  chant  it" 


(Morley),  sung  by  St.  George's  Singers,  unaccompanied,  directed  by 

Dr.  Edmund  H.  Fellowes.  [Columbia  5716.] 

,   "As  Vesta  was  descending"    (Weelkes),   "The  Silver  Swan" 


(Gibbons),  and  "Fair  Phyllis"  (Farmer),  sung  by  St.  George's  Singers. 

[Columbia  5717.] 
Early  English  Composers,  i6th  Century  Songs,  edited  by  Rev.  Edmund  H. 

Fellowtes,  sung  by  St.   George's  Singers,  unaccompanied.   [Album.] 

Appropriate  for  incidental  music. 
,  "Lightly  she  whipped"  (Mundy);  "Ah!  dear  heart"  (Gibbons); 

"Sister,  awake"  (Bateson).  [Columbia  9876.] 

-,  "I  follow,  lo,  the  footing"  (Morley);  "Trio,  how  merrily  we  live" 


(East);  "O  care,  thou  wilt  dispatch  me"  (Weelkes).  [Columbia  9877.] 

,  "Lullaby,  my  sweet  little  boy"  (Byrd).  [Columbia  5546.] 

"Lady,  when  I  behold"  (Wilbye);  "Fire,  fire,  my  heart"  (Mor- 


ley). [Columbia  5548.] 

-,  "Sweet  Suffolk  owl"  (Vautor).  [Columbia  5549.] 


English  Madrigals,  sung  by  the  Cambridge  University  Madrigal  Society: 
Set  I .  Madrigals  by  John  Bennet,  William  Byrd,  John  Dowland, 
Orlando  Gibbons,  Thomas  Morley,  Thomas  Tomkins,  Thomas 
Weelkes,  John  Wilbye.  [AS  Album  G-C3739/44.] 
Set  2.  Madrigals  by  Thomas  Bateson,  Thomas  Tomkins,  John  Bartlet, 
John  Ward,  John  Wilbye,  Thomas  Vautor,    Orlando  Gibbons, 
Thomas  Weelkes,   Francis  Pilkington,  Thomas  Morley,  John 
Farmer,  Giles  Farnaby,  John  Bennet.  [AS  Album  CT-C3745/50.] 
English  Madrigals  circa  1600,  motet  and  madrigal  choir  (unaccompanied) 
conducted  by  Heinrich  Opienski.  [AS  Vol.  VI,  No.  58.] 

,  "Since  my  tears"  (Morley).  If  played  very  softly,  this  could  be 

the  "still"  music  for  the  vision  in  Henry  VIII. 
,  "Farewell,  deare  love"  (Jones).  This  could  form  part  of  a  theme 


song  for  Romeo  and  Juliet,  to  be  played  as  part  of  the  overture  and 

entr'acte  music. 
,  "Go,  crystal  tears"  (Dowland).  If  played  softly,  this  would  be 

very  effective  for  the  tomb  scene  in  Much  Ado  about  Nothing. 
Folk  Songs  and  Ballads,  Vol.  II,  including  "Greensleeves"  arranged  and 

sung  by  Susan  Reed  to  an  accompaniment  played  on  the  zither  and 

Irish  harp.  [Victor  Album  DM-i  107.] 
Music  of  the  Renaissance,  sung  by  Max  Meili;  lute  accompaniment  by 

Fritz  Worsching:   "Come,   deep  sleep"    (Dowland);   "Come  again" 


RECORDINGS    FOR    STAGE     PRODUCTION        323 

(Dowland)  ;  also  "It  was  a  lover  and  his  lass"  by  Shakespeare  (Morley)  . 

[Victor  Album  M-495,  Record  11 -00 12.] 
"Ah,  dear  heart"  (Gibbons)  and  "Sweet  honey-sucking  bee"  (Wilbye), 

sung  by  The  London  Madrigal  Group.  [Victor  4317.] 
"Come   again,   sweet   love"    (Dowland),   sung   by   Gladys   Swarthout, 

mezzo-soprano.  [Victor  Album  M-679,  Record  Mi 6778.] 
"May  sweet  oblivion  lull  thee"   (Monteverdi),  sung  by  Doris  Owen, 

contralto,  with  harpsichord  accompaniment.  [Columbia  DB500.] 
"There  is  a  lady"  (Ford)  and  "Bring  us  in  good  ale"  (Woodgate),  sung 

by  Stuart  Robertson,  bass-baritone.  [HMV  B4255.] 
"There  is  a  lady"  (Ford),  sung  by  Robert  Wilson,  tenor,  [HMV  BDi  103.] 

Instrumental  Music 
Wind  Instruments 
Brasses 

German  Municipal  Music  of  the  Late  lyth  Century  (Johann  Pezel),  played  on 
five  brass  instruments.  [AS  Vol.  I,  No.  2.]  Could  be  used  for  incidental 
music  for  A  Midsummer  Night's  Dream  as  follows:  Intrada — Clowns; 
Allemande — Courtiers;  Courante  and  Allemande — Lovers;  Gigue — 
Fairies.  The  first  allemande  could  also  be  used  for  the  dance  in  Henry 
VIII. 

The  Instrumental  Suite  at  the  Beginning  of  the  lyth  Century:  MELCfflOR  Franck 
— Pavana,  Tantz,  Intrada;  Johann  Hermann  Schein — Paduana, 
Gagliarda,  Courante,  Allemande,  Tripla.  Brass  ensemble  conducted 
by  Curt  Sachs.  [AS  Vol.  VI,  No.  57.]  Ceremonial  and  courdy  dance 
music. 

Clarinet 

"Gigue"  (CoRELLi),  played  by  Reginald  Kell,  with  piano  accompani- 
ment. [Columbia  DB2189.] 

Pipes 

"La  Volta"  (Byrd);  "Ayre"  (Rosseter);  "Tower  Hill"  (Farnaby)— 
played  by  the  Pipers'  Guild  Quartet.  [Columbia  DB2282.] 

Recorders 

"Green  Sleeves  to  a  Ground"  (English  tune,  i6th  century;  variations, 
17th  century),  played  by  the  Dolmetsch  family  (with  virginals). 
[Columbia  DB 1 062.] 
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Stringed  Instruments 
Viola  da  gamha^  Viols ^  etc. 

Anonymous  German  (lyth  Century)^  sonata  for  violin,  viola  d'amore,  and  bass. 
Ensemble  of  viols  with  harpsichord.  [AS  Vol.  II,  No.  19.]  Suitable  for 
the  overture  and  for  the  entrance  of  the  Prince  of  Morocco  and  his  train 
in  The  Merchant  oj  Venice;  and  for  processional  music  in  Henry  VIII. 

French  Dances  of  the  i6th  Century.  [AS  Vol.  I,  No.  6.]  The  fourth  item  is  a 
pavan  and  galliard.  Both  are  admirable  for  the  dance  in  Romeo  and 
Juliet^  and  the  rest  of  the  record  can  be  continued  very  softly  throughout 
the  dialogue  (see  page  272). 

Fiece  for  Two  Viols:  Prelude,  Allemande,  Sarabande,  Gigue  (Marin  Marais), 
played  on  viols  and  harpsichord.  [AS  Vol.  VIII,  No.  78.]  Delightful 
for  gay  dances. 

Sixteenth  Century  Spanish  Instrumental  Music:  (a)  three  pavans;  (b)  ricerda  for 
viola  da  gamba.  [AS  Vol.  IV,  No.  40.]  The  pavans,  (a),  could  be  used 
for  background  music  for  the  casket-choosing  scene  in  The  Merchant  of 
Venice.  The  second  part,  (b),  is  splendid  for  the  entrance  of  the  Prince 
of  Arragon. 

"Divisions  on  a  Ground"  (Norcome);  "Fantasy  for  a  Chest  of  Six  Viols" 
(Weelkes) — played  by  the  Dolmetsch  family.  [Columbia  5714  (from 
the  Columbia  History  of  Music) .] 

Lute 

Renaissance   Music  for    the   Lute,    selections    by   Neusiedler,    Stralock, 

FiORENTO,  et  al.  [Allegro  AL6.] 
Sixteenth  Century  Lute  Music,  including  villanelle,  branle  gay,  and  English 

dance  by  John  Dowland.  [AS  Vol.  IV,  No.  36.]  Suitable  for  entr'acte, 

incidental,  or  dance  music. 

F'irginals 

English  Virginalists:  Byrd  ("The  Bells");  Farnaby  ("The  New  Sa-Hoo" 
and  "A  Toye");  Peerson  ("The  Fall  of  the  Leafe").  [AS  Vol.  II, 
No.  14.]  "The  Bells"  would  be  exquisitely  appropriate  for  the  entrance 
to  the  wedding  in  Much  Ado  about  Nothing.  "The  Fall  of  the  Leafe"  is 
beautiful  for  "still"  music,  especially  for  the  garden  scene  in  The  Mer- 
chant of  Venice. 

Music  for  the  Virginals  (from  the  Fitzwilliams  Virginal  Book),  selections  by 
Farnaby,  Byrd,  Gibbons,  Bull,  Mundy,  Peerson,  Tomkins,  et  al. 
Played  on  virginals.  [Allegro  AL28.] 
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"Earl  of  Salisbury,"  pavan  and  galliard  (Byrd),  played  by  Rudolph 
Dolmetsch.  [Columbia  5712  (from  the  Columbia  History  oj Music ^  Vol.  I).] 

"The  King's  Hunt"  (Bull);  "His  Toye,"  "His  Dreame,"  and  "His 
Reste"  (Farnaby),  played  by  Rudolph  Dolmetsch.  [Columbia  5713 
(from  the  Columbia  History  of  Music,  Vol.  I).] 

Harpsichord 

Eight  Suites  for  Harpsichord  (Purcell).  [GSC  Album  GSC-2.] 

Kirkpatrick  Harpsichord  Recital.    [Victor  Musicraft  Album  No.   25.]   See 

especially  "The  Lord  of  Salisbury,  his  Pavin"  (Gibbons)  ;  "The  Queene's 

Command  (Gibbons);  "Goe  from  my  window"  (Morley). 
Three  Dances;  Branle  de  Basque,  Pavanne,  and  Passacaille.  (Louis  Couperin). 

[AS  Vol.  X,  No.  92.]  This  music  could  be  used  for  the  Island  music  in 

The  Tempest  with  beautiful  effect. 
A  Treasury  of  Harpsichord  Music,  played  by  Wanda  Landowska.  [Victor.] 

Music  by  Purcell,  Chambonnieres,  and  Couperin  is  included. 
"Wolsey's  Wild"  (Byrd),  played  by  Wanda  Landowska.  [HMVDA1014.] 

Piano  {Duets) 

Elizabethan  Suite  in  Four  Parts,  arranged  by  Ethel  Bartlett,  played  by- 
Ethel  Bartlett  and  Rae  Robertson:  (i)  Variations  on  "John,  come  kisse 
me  now"  (Byrd.  Fitzwilliam  Virginal  Book,  No.  10);  (2)  "His  Conceit" 
(Farnaby.  Fitzwilliam  Virginal  Book,  No.  273);  "Earle  of  Salisbury's 
Pavan,"  from  Parthenia  (Byrd);  "A  Toye"  (Farnaby.  Fitzwilliam 
Virginal  Book  No.  268).  [Columbia  DX1340.] 

,   (3)  "The  Falle  of  the  Leafe"   (Peerson);  "Tower  Hill  Jigge" 

(Farnaby);  "Tune  for  Two  Virginals"  (Farnaby.  Fitzwilliam  Virginal 
Book,  Nos.  272,  245,55);  (4)  "His  Dream"  (Farnaby.  Fitzwilliam 
Virginal  Book,  No.  194);  "The  King's  Hunting  Jigge"  (Bull.  Fitzwilliam 
Virginal  Book,  No.  135).  [Columbia  DX1341.] 

Sound  Effects 

Bells  and  Chimes 

Bells:  Midnight;  Angelus;  Peals.  [Columbia  YB8.] 

Bow  Bells,  actual  chimes  rung  at  St.  Mary-le-Bow  Church,  Cheapside, 
London,  by  the  Ancient  Society  of  College  Youths.  [Columbia  DB1627.] 

Cathedral  Bells.  [MSER  402 gA,  5005B.] 

Changes  on  Bells  of  St.  Margaret's,  Westminster  (Stedman  Caters  and  Grand- 
sire  Caters).  [HMV  C2098.] 

Changes  on  the  Peal  of  Twelve  Bells,  introducing  Great  Peter,   10%-ton 
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Bourdon   bell,   rung   by  York  Minster   Society  of  Change  Ringers. 

[HMVB2691.] 
Clock  Chimes.  [MSER  5024A.] 
Clock  Chimes  and  Bells.  [Columbia  YBi.] 
Clock    Chimes   and   Bells:    quarter-hour;    half-hour;    three-quarter    hour; 

twelve  o'clock  (household  clock);  Big  Ben  chimes  and  twelve  o'clock. 

[HMV  E575.] 

Bugles  and  Trumpets 

Bugle  Calls;  fanfare;  reveille;  rouse.  [HMV  E582.] 

Bugle  Calls  of  the  Army.  [Victor  27675,  27676.]  The  last  three  numbers  on 

Record  27676  are  flourishes. 
Fanfares.  [MSER  5010B,  501  iB,  50 19 A.] 
Trumpets  and  Bugles:  fanfare;  reveille;  bugle  call.  [Columbia  YB9.] 

Drums 

Continuous  Drum  Roll;  Tympani  Roll;  Cymbal  Roll.  [Columbia  YB16.] 
Drum  Rolls.  [MSER  502  9 A,  5030B.] 
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Accessories  for  costumes,  198-207 
Acting,  bibliography  on,  133-138 
Elizabethan  techniques  of,  127-129 
rise  and  decline  of,  1 19-120 
Shakespeare's  comments  on,  1 21-125 
Acting  2u-eas  of  Elizabethan  stage,  33-41 

simplification  of,  41-45 
Acting  companies,  98-100 

{See  also  Admiral's  Men;  King's  Men; 
Lord    Chamberlain's   Men;    Lord 
Strange's  Company;  Prince's  Men; 
Queen's  Men;  Worcester's  Men) 
Acting  properties  {see  Properties) 
Acting  techniques,  1 26-1 31 
Actors,  91-138 

abuse  of,  in  early  times,  4-5 
in  Elizabethan  London,  93-125 
bibliography  on,  132-133 
fortunes  acquired  by,  1 1 2 
musicsd  ability  of,  226-227 
persistence  of  early  typ>es  of,  95-96 
socijil  status  of,  105,  221 
techniques  used  by,  128-129 
training  of,  120-125 
types  of,  94-98 
in  Shakespeare's  company  {see  Shake- 

peare's  company) 
{See  also  Acting  companies) 
Adams,  John  Granford,  10,  14,  17,  20,  22, 
27,  28,  32,  33,  42n.,  53 
reconstructed  plans  by,  of  the  Globe,  8, 
14,  15,  24,  26,  30,  47 
showing  evolution  of  theater  parts, 
18,23 
Admiral's  Men,  107,  117 
Admission    price   for    Elizabethan    play- 
house, 1 1 -1 2,  112 
Aig^illettes,  201 

I.  Boldface  numbers  indicate  illustrations 


Alarum,  257 
Allaignant,  Pierre,  245 
Allemande,  248-249 

music  for,  249,  315,  317 

recordings  of,  323,  324 

steps  of,  248,  249 
Allemande  frangaise,  249 
Alleyn,  Edward,  103,  104 
All's  Well  That  Ends  Well,  102 

influence  of  company  personnel  on,  1 09, 
no 

music  for,  300 

staging  of,  56 
Amphitheatrical  plan  of  seating,  9-10,  12 

influence  of,  on  James  Burbage,  9 
on  modern  theater,  10,  i^n. 

survival  of,  in  the  "yard,"  14 
Anerio,  Felice,  31 1 

recordings  of,  321 
Animals  in  stage  productions,  72-73 
Antony  and  Cleopatra,  1 2 1 

influence    of   company    personnel    on, 
109,  114,  115 

music  for,  267-269 

staging  of,  35,  36,  41,  58,  73 
Apology  for  Actors,  An  (Thomas  Heywood), 

107 
Appearances  and  disappearances,  super- 
natural, 21,  70-72 
Apprentices   in   Shakespeare's   company, 

101-102,  113-116,  120-125 
"Apron"  (stage),  21 
Arbeau,  Thoinot,  247,  308 
Arbor  (property),  57 
Aristophanes,  96 
Armin,  Robert,  loirz.,  102,  108-110 

parts  played  by,  1 09-1 10 
Armor,  representation  of,  206-207 
Ame,  Thomas  Augustine,  289,  311 

bibliography  of  music  by,  3 1 7 
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Amc,  Thomas  Augustine,  recordings  of, 

321 
"Arras,"  representation  of,  66 
As  You  Like  It,  143,  226 

influence    of   company    personnel    on, 

102,  105,  109-111,  1 1 3-1 15 
music  and  dance  for,  295-296 
recordings  of  songs  from,  32 1 
Shakespeare  as  Adam  in,  119 
staging  of,  34,  37-38,  56,  73 
Aspendos,  Roman  theater  at,  16,  27 
Audience,  in  early  theaters,  accommoda- 
tions for,  9-13 
in  Elizabethan  theaters,  93-94,  128-129 
accommodations  for,  10,  13-14 
acting  experience  of,  97-98 
influence   of,    on   acting  techniques, 
128-129 
on  Shakespeare,  128-129 
in  modern  production,  aids  to,  1 30-1 31 


B 


Background  for  stage,  evolution  of,  16-19 
Baker,  George  Pierce,  126-127 
Balcony,  as  acting  area,  10,  22-24 

for  seating  audience,  10 
Balcony  stage,  22-24 

curtains  for,  22,  64-67 

door  in,  22 

evolution  and  decline  of,  22-24 

examples  of  scenes  on,  35,  36,  58 

revival  of,  23-24 

stairway  to,  20 

use  of,  in  Elizabethan  playhouses,  22 
in  modern  productions,  34,  40 

window  in,  22 
Ballroom  scenes,  use  of  inner  and  middle 

stages  for,  20 
Bands  (neckwear),  194-195 
Banister,  John,  306,  311 
Banquets,  representation  of,  70 
Bartlet,  John,  31 1 

recordings  of,  322 
Basse  dances,  236 
Bateson,  Thomas,  311 

recordings  of,  322 
Battlements,  representation  of,  by  tarras, 

25>  34.  35>  55 
Battles,  staging  of,  34 

(See  also  City  walls  and  gates) 
Bay  windows,  sources  for   illustrations  of, 

87 
Bearbaiting  rings,  12-13,  83-84 
Beaver  hats,  178,  179,  180,  195,  197 


Bedroom  scenes,  staging  of,  22,  25,  41 
Beds,  59-60,  63 
Bell  tower,  29 
Bells,  228 

as  properties,  29,  73-74 

recordings  of,  325,  326 
Benfield,  Robert,  loin. 
Bennet,  John,  3 1 1 

recordings  of,  322 
Bible  boxes,  62,  65 
Black  Friars,  6,  21 

Blackfriars   theater,    106,    112,    128-129, 
225,  227 

building  of,  2 in. 

King's  Men  at,  100 

Shakespeare's  company  at,  103 
Blank  verse,  speaking  of,  13 in. 
Blow,  John,  31 1 

bibliography  of  music  by,  317 
Board-and-barrel  stage,  15,  82 
Bodice,  162,  163 
Bowl,  65 

Box  office,  evolution  of,  1 1-12 
Boxed-in  chair,  60,  63 
Boxes,  property,  62,  65 
Boy  actors,  musical  ability  of,  226-227 

in  Shakespeare's  company,  1 13-1 16 

training  of,  120-125 

(See  also  Children) 
Boys  of  St.  Paul's  (see  Children  of  Paul's) 
Branle,  250-252 

music  for,  252,  299 

recordings  of,  324,  325 

steps  of,  250-252 
Branle  Bourgogne,  250 
Branle  de  la  Haye,  254 
Branle  de  Poitou,  252 
Branle  Double,  steps  of,  250-251 
Branle  du  Haul  Barrois,  308 

music  for,  252 

steps  of,  251-252 
Branle  Gai,  250 
Branle  Simple,  steps  of,  250 
Brawl  (see  Branle) 
Brayne,  John,  4 
Breeches,  188 
Brewster  (first  name  unknown),  311 

bibliography  of  music  by,  315 
Bryan,  George,  loin.,  102,  in 
Bugle,  229 

recordings  of,  326 
Bull,  John,  31 1 

bibliography  of  music  by,  240,  245,  249, 
316-318 

compositions  by,  for  use  in  plays,  274, 285 
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Bull,  John,  recordings  of,  324,  325 
Burbage,  Guthbert,  7,  106 
Burbage,  James,  104 

building  by,  of  Blackfriars  theater,  2 in. 
of  Theater  (playhouse),  6-31 

as  manager,  52,  99 

as  promoter,  6 

as  theater  builder,  4 
Burbage,  Richard,  loi 

acting  career  of,  104-105 

membership  of,  in  Globe  syndicate,  1 06 

parts  played  by,  104-105 
Burgonet,  207 
Busks,  162,  163 
Buttons  as  trimmings,  198 
Byrd,  William,  3 1 1 

bibliography  of  music  by,  240,  245,  247, 
249.  253,  315-318 

compositions  by,  for  use  in  plays,  274, 
286,  291,  294,  301,  306 

recordings  of,  322-325 


Campian,  Thomas,  222,  298,  311 
Ganary,  245-246 

music  for,  246 

steps  of,  245,  246 
Gandles     in     Elizabethan     productions, 

47-49 
Canions  or  "canons,"  186,  190 
Gaps,  for  men,  195,  196 

for  women,  178,  179,  180 
Garrying  chair,  68 

Garved  "screen"  as  background,  17,  22 
Gassock,  192 
Gauldfield's  Collection  of  the  Vocal  Music  in 

Shakespeare's  Plays,  307,  315 
Gauls,  180 
Ghairs,  60,  63 
Chamberlain's  Men  {see  Lord  Ghamber- 

lain's  Men) 
Ghambers,  Sir  Edmund  K.,  47 
Ghambonni^res,  Jacques   Ghampion  de, 

3" 
bibliography  of  music  by,  240,  248 
recordings  of,  325 
Gharge  (sounded),  257 
Ghests,  62,  63,  65 
Ghildren,  costuming  of,  206 
Children  of  Paul's,  53,  98,  120,  219,  227, 

287,  290 
Children  of  the  Chapel  Royal,  53,  98,  1 20, 

I44>  227,  316 
Children  of  the  King's  Revels,  109 


Ghildren  of  the  Queen's  Revels,  1 03 

Children's  companies,  103,  219,  226,  227 

Ghinclout,  175 

Ghopine,  181 

Chorus,  heralding  of,  128,  258 

Chronicle  plays,  54,  55,  113,  128  (See  also 

Histories  by  Shakespeare;  also  titles  of 

plays) 
Church    drama    (see    Medieval    religious 

drama) 
Ginquepace,  244-245 
music  for,  245 
steps  of,  244-245 
Cittern,  231 
City  walls  and  gates,  representation  of, 

25.  34>  55-56 
scenes  occurring  on,  35,  39,  41 
(See  also  Scenic  walls) 
Classical     theater     (see    Greek    Theater; 

Roman  theater) 
Classicism,  effect  of,  on  Elizabethan  stage 

productions,  52-53,  96-97 
Cloaks,  for  men,  189,  191,  192 
in  modern  productions,  205 
for  women,  173-174 
Clock  chimes,  recordings  of,  326 
"Cloud"  (property),  28,  70,  71,  88 
Clowns,  108,  120 

costuming  of,  143,  149,  204 
Hamlet's  censure  of,  124-125 
musical  ability  of,  226 
Coats  for  men,  189,  191,  192 
Codpiece,  198 
Coifs,  180 

Collars  for  women,  174-175,  176 
"Collywestonward"    style    of  wearing    a 

mandilion,  185^.,  189 
Colors,  chart  of,  157-160 

of  costumes,  combinations  of,  1 60-1 61 
as  indication  of  class  distinction,  151 
of  lower  classes,  206 
in  modern  productions,  205-206 
descriptions  of,  157-160 
Elizabethan  names  for,  157-160 
of  stage  curtains,  suggestions  for,   43, 

44,  66,  67 
symbolism  of,  20,  64,  151-152,  157-160 
uses  for,  157-160 
Combined-unit     settings,     examples     of, 

35-39 
Comedy  of  Errors,  The,  225,  286/2. 

influence    of  company    personnel    on, 

102,  1 10 
music  for,  286n. 
simplicity  of  staging  for,  54 
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Composers,  dates  of,  311 
Condell,  Henry,  loi,  102,  106,  in 
Cooke,  Alexander,  loin.,  103 
Cooke,  Thomas  Simpson,  291,  311 
Copatain,  195,  196 
Corelli,  Arcangelo,  3 1 1 

recordings  of,  323 
Coriolanus,  228,  232 

influence    of   company    personnel    on, 

103,  105,  no 
music  for,  269-270 
Cornet,  229 
Cornish  round  at  Perranzabulo,  miracle 

plays  in,  9,  12,  i6r2.,  81 
Coronation  chair,  61,  63 
Corset,  162,  163,  204-205 
Cossack  dancing  (Kibby  dance  step),  305 
Costume,  139-213 

accessories  fcr,  198-207 
adaptation  of,   for  modern  stage   pro- 
duction, 203-207 
armor,  206,  207 
bibliography  on,  208-213 
changes  in,  during  Shakespeare's  life- 
time, 142-143,  175,  203 
of  children,  206 
in  "classical"  plays,  53 
of  clowns,  143,  149,  204 
colors  of  (see  Colors) 
cost  of,  civilian,  141 -142 

theatrical,  142-146 
effect  of,  on  actor's  movement,  130 
fabrics  used  for,  150,  153-156 
of  Fool,  95,  149,  182 
foreign  importations  of,  142-144 
of  ghosts,  149,  207 
historical,  146-148 
of  jesters,  149 
of  the  lower  classes,  206 
for  men,  183-197 
bands,  194-195 
breeches,  188 
canions,  186,  190 
cassock,  192 

cloaks,  189,  1 91-192,  205 
coats,  189,  191,  192 
codpiece,  198 
cufl"s,  195 

doublet,  183-184,  187 
footwear,  191 
gaberdine,  192,  193 
galligaskins,  190 
garters,  191 

head  wear,  195,  196,  197 
hose,  186,  188-190 


Costume,  for  men,  jerkin,  184-185,  187 

mandilion,  185,  189 

neckwear,  194-195 

netherstocks,  1 90-191 

open  hose,  186,  190 

outer  garments,  1 91-192 

robe,  192,  193 

round  hose,  188 

rufls,  194-195 

scarf,  195,  207 

shirt,  183 

sleeves,  184-185,  187,  189 

slops,  186,  188-190 

stockings,  1 90-1 91 

upperstocks,  188-190 

Venetians,  186,  190 

waistcoat,  183 
military,  206-207 
national,  148 
splendor  of,  in   Elizabethan  England, 

141-144,  183 
of  symbolic  characters,  148-149 
symbolismof  color  of,  1 51-152,  157-160 
trimmings  for,  152,  198-202 
for  women,  1 61-182 
bodice,  162,  163 
busks,  162,  163 
caps,  178,  179,  180 
cauls,  180 
chinclout,  175 
cloaks,  173-174 
coifs,  180 

collars,  174-175,  176 
contemporary  descriptions  of,  182 
corset,  162,  163,  204-205 
cuffs,  170,  175,  177 
farthingale,  162-165,  166-168 
footwear,  1 81-182 
forepart,  165-166,  167,  168,  169 
garters,  181 

gowns,  170,  171,  172,  173 
headwear,  175-177,  178,  179,  180 
hoods,  175,  178,  179,  206 
hose,  161 
kerchief,  175 
kirde,  165,  166,  168 
neckwear,  1 74-1 75'  ^76,  I77 
nightgown,  173,  206 
petticoat,  161-162,  166,  168 
robe,  172 

ruffs,  174-175.  176,  177 
safeguard,  173-174 
scarf,  175 

shade,  177,  179,  180 
sleeves,  169-170,  177 
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Costume,  for  women,  smock,  161,  163 
stays,  162,  163,  204-205 
stockings,  1 80-1 81 
stomacher,  165-169,  167,  168 
tippet,  175 
wimple,  175,  180 
Cosyn,  Benjamin,  311 

bibliography  of  music  by,  3 1 8 
Country  dances  (see  Dances) 
Couperin,  Louis,  311 
recordings  of,  325 
Courante,  247-248 

Court,  patronage  of  drama  by,  97-100 
Court  dances  (see  Dances) 
Court  masques,  218,  238 

influence  of,  on  playhouse  productions, 
costume,  145,  148,  203 
dance  in  The  Winter's  Tale,  304 
lighting,  47 
machinery,  71 
properties,  52,  54,  57 
witch  scene  in  Macbeth,  277 
Cowley,  Richard,  loin.,  102,  iii 
Cressets,   use  of,   to  symbolize  darkness, 

48-50 
Cross-gartering,  186 
Crosse,  Samuel,  10 in. 
Crow's  nest  of  a  ship,  representation  of, 

on  the  stage,  26 
Cuffs,  for  men,  195 

for  women,  170,  175,  177 
Cuirasse,  207 
Cup  (property),  65 
Cupboards,  62 

Curtain,  the  (playhouse),  7,  99,  104 
Curtained  alcove  (see  Inner  stage) 
Curtains  (stage),  64-67 

change  of,  to  indicate  change  of  scene, 

61 
colors  of,  43,  44,  66,  67 
in    Elizabethan    theaters,    for    balcony 
stage,  22,  64-66 
for  inner  stage,  20-21,  64-66 
for  musician's  gallery,  67 
for  window  stages,  67 
manipulation  of,  64-65 
in  modern  production,  42-45,  66-67 
sources  for  illustrations  of,  87 
Cycle  plays,  12,  15,  22,  96,  217-218 

(See  also  Medieval  religious  drama) 
Cymbals,  228 
Cymbeline,  148 

designs  for,  by  Inigo  Jones  (?),  71 
elaborateness  of  staging  for,  54 
influence  of  company  personnel  on,  1 03 


Cymbeline,  music  for,  282-284 
staging  of,  41 


Dance,  bibliography  for,  3 1 3-3 1 4 
influence  of,  on  music,  235 
types  of,  in  early  England,  233-235 
Dances,  country,  252-255 
the  hay,  254-255 

Sellenger's  Round,  253-254,  291,  299 
(See  also  Round  dance) 
Court,  236-252 

allemande,  248-249 
branle,  250-252 
canary,  245-246 
cinquepace,  244-245 
courante,  247-248 
galliard,  240-244,  245 
lavolta,  191,  246-247 
pa van,  236-240 
Spanish  pavan,  239 
directions  for,  236-255 
Elizabethan,  origin  of,  in  folk  dances, 

234-235,  244,  247,  254 
(See  also  Morris  dance;  Round  dance; 
Sir  Roger  de  Coverley) 
Darkness,  representation  of,  47-50 
Davenant,  William,  278 
Davies,  W.  Robertson,  1 1 5 
Dead,    representation    and    disposal    of, 

69-70 
Dead  march,  258 

recordings  of,  320 
Death  of  a  Salesman  (Arthur  Miller),  24 
Deck  of  ship,  22,  41,  58 
Dekker,  Thomas,  51,  299 
Deloney,  Thomas,  274 
De  Witt,  Johannes,  drawing  of  the  Swan 

by,  I4n.,  27,  29^2. 
Doctor    Faustus    (Christopher    Marlowe), 

103,  149 
Dolmetsch,  Mabel,  238,  263 
Doors  on  stage,  classical  influence  on,  53 
origin  of,  17-18 
placing  of,  in  balcony,  22 
in  inner  stage,  20 
on  platform  stage,  1 7 
sources  for  illustrations  of,  87 
survival  of,  17-18 
Double  throne,  68 
Doublet,  183-184,  187 
Doubling,  1 17-1 19 
Dowland,  John,  31 1 

bibliography  of  music  by,  240,  245,  3 1 7 
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Dowland,  John,  compositions  by,  for  use 
in  plays,  263,  274,  283,  290,  299 

recordings  of,  321-324 
Down  sleeve,  169 

Dressing  rooms  in  playhouses,  29,  31 
Drinkwater,  John,  3 
Drums,  recordings  of,  326 

{See  also  Tabor;  Tambourine) 
Dumb  shows,  219,  309 
Dump,  286,  306 
Dutch  cloak,  189,  191 
Dutch  gown,  1 70,  171 


Emotion,  expression  of,  by  actor,  1 15-1 16, 

129-130 
Emphasis,  use  of,  by  actor,  127,  1 30-1 31 
Entr'acte  music,  225,  227-228 
Entrances  and  exits  in  Elizabethan  play- 
house, of  building,  10-12 

for  simplified  acting  area,  43-44 

of  stage,  17,  20,  22 
Epidaurus,  theater  at,  12 
Eretria,  theater  at,  i6«. 
Evans,  Maurice,  I34n. 
Exposition,  actor's  technique  of,  1 30-1 31 


East,  Michael,  31 1 

East,  Thomas,  298,  3 1 1 

Ecclesiastical    music    for    use    in    plays, 

recordings  of,  320-321 
Ecclestone,  William,  10 in. 

parts  played  by,  1 14-1 15 
Edmans,  John,  1 15 
Elevated  scenes,  staging  of,  34,  39-41 
Elizabeth,  Queen,  frontispiece,  190, 191,  247 
clothes  worn  by,  162,  165,  173,  174,  180 
interlude  players  of,  95 
patronage  by,  of  drama,  95,  97-100,  145, 
219 
of  music,  221 
woman  Fool  of,  182 
Elizabethan   playhouse,    admission   price 
for,  1 1-12,  1 12 
announcement  of  play  in,  29 
audience  in  (see  Audience) 
lighting  in,  46-49,  88 
music  in  (see  Music) 
parts  of,  9-31 

(See  also  names  of  parts,  as  Balcony) 
properties  used  in  (see  Properties) 
reconstructions  of,  8,  15,  23,  24,  26,  28, 

30,  31,  46,47,  53>  126 
scenery  in,  51-58 
sound  effects  in,  29,  73-74 
sources  for  illustrations  of,  83-89 
time  of  performance  in,  46 
(See     also     Fortune;     Globe;      Private 
theaters;  Rose;  Swan;  Theater) 
Elizabethan  stage  for  modern  production, 

32-45 
construction  of,  32-33,  41-45 
cost  of,  32-33 
curtains  for,  42-43 
entrances  and  exits  for,  43-44 
simplification  of,  33,  41-45 
units  of,  33-41 


Fabrics,  150,  153-156 

chart  of,  153-156 

combinations  of,  in  Court  costumes,  161 

descriptions  of,  153-160 

Elizabethan  names  for,  153-156 

modern  facsimiles  of,  153-156 

uses  for,  153-156 
Falling  bands,  194-195 
Fanfare,  257-258 

recordings  of,  326 
Fans,  198 
Farmer,  John,  3 1 1 

recordings  of,  322 
Farnaby,  Giles,  282,  311 

bibliography  of  music  by,  3 1 7 

recordings  of,  322-325 
Farthingale,  162-165,  166-168 
Farthingale  chair,  60 
Farthingale  sleeve,  169,  177 
Ferrabosco,  Alfonso,  268,  311 

bibliography  of  music  by,  3 1 5 
Field,  Nathaniel,  loin.,  103,  i83n. 
Fife,  229 

Fireworks  in  playhouses,  29 
First  Folio,  loi,  in 
First  Globe  (see  Globe) 
Fisher,  William  Arms,  295,  311 
Fitzwilliam  Virginal  Book,  235 

bibliography  of,  316,  317 

music  from,  249 

recordings  of  selections  from,  324,  325 
Flag  on  playhouse,  29 
Flagstaff"  on  playhouse,  29 
Flame  (stage),  72 
Flanders  gown,  170,  171 
Flecknoe,  Richard,  93 
Fletcher,  John,  262,  300,  309-310 
Fletcher,  Lawrence,  103 
Floor  coverings  for  stages,  67-68 
Flourish,  257 
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Flourish,  individual,  266-267,  289 

{See  also  Fanfare) 
Flying     apparatus     {see    Machinery    for 
raising    and    lowering    objects    and 
persons) 
Folger  Shakespeare  Library,  53,  162 
Fool,  costume  of,  95,  149 

of  Henry  VIII,  149 

woman,  of  Queen  Elizabeth,  182 
Footwear,  for  men,  191 

for  women,  1 81-182 
Ford,  Thomas,  311 

compositions  by,  for  use  in  plays,  297- 
298 

recordings  of,  323 
Foreign  fashions  in  England,  142-144 
Forepart,  165,  166,  168,  169 
Foresleeve,  169,  177 

Forestage,    construction   of,    for   modem 
production,  41-42 

examples  of  scenes  on,  34-36 

use  of,  in  Elizabethan  productions,  34, 

39-41 
in  modern  theater,  21 
in  nineteenth  century,  21 
Fortune  (playhouse),  9,  27,  53 
Franck,  Melchior,  262-263,  311,  323 
compositions  by,  for  use  in  plays,  262- 

263 
recordings  of,  323 
French  cloak,  192 
French  fall,  194 

French  farthingale,  164,  167,  168 
French  gown,  170,  172 
French  hood,  178,  179,  206 
French  robe,  172 
Frescobaldi,  Girolamo,  248,  311 
Frons  scaenae,  16,  27 
Furniture  (stage),  55-68,  63,  88-89 
Furs,  199 

G 

Gaberdine,  192,  193 
Galleries  in  playhouse,  11 -14 
Galliard,  240-245,  285 

music  for,  245,  315,  317 

recordings  of,  323-325 

steps  of,  240-244 
Galligaskins,  190 
Gammer  Gurton's  Needle,  218,  279 
Garters,  for  men,  191 

for  women,  181 
Gated  stairway,  14,  87 
Gates  {see  City  walls  and  gates) 
Gatherer,  1 1 


Gentlemen  of  the  Chapel  Royal,  221 
"Gentlemen's  rooms,"  13 
German  slops,  186 

{See  also  Slops) 
Ghosts,  costuming  of,  149,  207 
Gibbons,  Orlando,  301,  311 

bibliography  of  music  by,  317,  318 

recordings  of,  322-325 
Gielgud,  John,  125,  134^.,  126 
Gigue,  recordings  of,  323,  324 
Gilburne,  Samuel,  loin.,  115 
Giles,  Thomas,  296,  308,  311 
Girdles,  199 
Glass  (property),  65 
Globe  (playhouse),  audience  at,  97-98 

background  of  stage  in,  1 7 

building  of,  7 

{See    also    Burbage,    James;     Globe 
syndicate) 

capacity  of,  1 1 

comparison    of,    with    other    theaters 
(diagrams),  18,  23 

curtains  used  at,  66 

destruction  of,  Jn.,  i  in.,  29^. 

effect  of,  on  Shakespeare's  writing  of 
the  plays,  7-9 

entrances  and  exits  of,  10-12 

Fortune  modeled  on,  27 

Lord  Chamberlain's  Men  at,  99-100 

measurements  of,  inner  stage,  1 9-20 
platform  stage,  15-16,  42^. 
walls,  46 

model  of,   by  John  Cranford  Adams, 

14,  15,  47,  53 
reconstructed  plans  of,  first  level,  8 
second  level,  24 
superstructure,  30 
third  level,  26 
reconstruction  of,  32,  47 
scenery  used  at,  52-58 
shape  of,  9-10 
stage  doors  in,  1 7 

syndicate  for  building  of,  7,  106,  107 
{See  also  Second  Globe) 
Globe     Playhouse,      The     (John     Cranford 
Adams),  9,  32 
diagrams  from,  8,  18,  23,  24,  26,  30 
Globe  syndicate,  7,  1 06,  1 07 
Gloves,  199-200 

Goffe,  Robert  {see  Gough,  Robert) 
Gorget,  207 

Gough  (Goughe),  Robert,  loin.,  114 
Gowns,  170,  171,  172,  173 
Grand  Bal,  238 
"Grave,"  the,  21,  58 
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Great  Halls,  4,  17,  22,  83 
Greek  theater,  background  for  stage  in, 
16 

color  symbolism  in,  151 

doubling  in,  117 

masks  used  in,  10,  117 

number  of  actors  in,  117 

seating  plan  in,  12 

shape  of,  9 

sources  for  illustrations  of,  80 

stage  of,  15,  22 

underground  passage  in,  i6«. 
Greene,  Robert,  97 
Groundlings,  14 
Guards  (trimmings),  200 
GuWs  Horn  Book  (Thomas  Dekker),  51 


H 


Hairdressing  of  women,  1 75-1 76 

Half-kirtle,  162,  165 

Half-sleeve,  169,  177 

Hamlet,  31,  46,  117,  143,  149,  201,  207 

darkness  in,  48 

doubling  in,  118 

influence    of   company    personnel    on, 
103,  105,  108,  109,  III 

music  for,  273-275 

Shakespeare  as  Ghost  in,  119 

Shakespeare's  advice  to  the  players  in, 
121-125 

staging  of,  21,  35,  36,  50,  66 
Hand  properties,  64,  65,  89 
Handkerchiefs,  200 
Hanging  sleeves,  184,  187,  189 
Hangings  {see  Curtains) 
Harpsichord,  232/2. 

recordings  of,  324,  325 

scores  for,  316,  317 
Harvard  University,  1 26 
Hassler,  Hans  Leo,  245,  31 1 
Hats,  for  men,  195,  196,  197 

for  women,  175-177,  178,  179,  180 
Hautboy,  229 
Haute  dances,  236 
Hay  (dance),  234,  254-255,  303 
Headwear,  for  men,  195,  196,  197 

for  women,  175-177,  178,  179,  180 
"Heavens,"  28,  70 
Hedge  (property),  56 
Heminges,  John,  7,    loi,    102,    105-106, 
112 

acting  career  of,  105-106 

membership  of,  in  Globe  syndicate,  7 

parts  played  by,  106 


Henry  IV,  influence  of  company  personnel 
on,  104-105,  108,  III 
/  Henry  IV,  i  i^n.,  226 

music  for,  260 
2  Henry  IV,  144 
music  for,  260 
Henry  V,  no 

influence    of  company    personnel    on, 

102,  104 
motion  picture  of,  27n. 
music  for,  260-261 
recording  of,  1 34^. 
recordings  for  use  in,  320,  321 
staging  of,  61 
Henry  VI,  influence  of  company  personnel 
on,  113 
innyard  presentation  of,  128 
properties  in,  54,  55 
/  Henry  VI,  55^.,  no,  257 
music  for,  258,  259 
recordings  for  use  in,  320 
staging  of,  35,  36,  56 
2  Henry  VI,  no 

music  for,  259 
5  Henry  VI,  Tnusic  for,  259 
staging  of,  34,  36,  56,  69 
Henry  Vni,  218,  262 
Fool  of,  149 
interlude  players  of,  95 
Henry  VIII,  67,  206,  226,  251 
dances  for,  261-262 
destruction    of   Globe    during    a    per- 
formance of,  I  in. 
influence  of  company  personnel  on,  105 
music  for,  261-263 
recordings  for  use  in,  320-324 
staging  of,  35-37,  39,  54 
ball  scene,  66 
trial  scene,  20 
Henslowe,  Philip,  117,  119,  226^. 
building  of  Fortune  by,  27 
diary  of,  51,  52,  54,  144,  146,  148 
as  manager,  52,  107 
Heroines,    Shakespearean    (see    Women's 

parts) 
Heywood,  John,  218,  311 
Heywood,  Thomas,  107 
Hired   men   in   Elizabethan   theater,   20, 

116,  118,  145 
Historia  Histrionica  (James  Wright),  51 
Historical  costume,  146-148 
Histories  by  Shakespeare,  music  for,  256- 
263 
use  of  balcony  stage  in,  22 
{See  also  Chronicle  plays) 


INDEX 


335 


Holbein,  Hans,  199 
Hoods,  175,  178,  179,  206 
Hooper,  Edmund,  31 1 

bibliography  of  music  by,  248,  249 
Horn,  230 

Horrors,  representation  of,  68-70 
Horses  in  stage  production,  73 
Hose,  for  men,  186,  188-190 

for  women,  161 
Hounds  in  stage  production,  72-73 
Howard,  Admiral,  99 
Humphrey,  Pelham,  7 in. 
Hunsdon,  Lord,  99 
Hunting  call,  music  for,  259 
"Huts,"  28-29,  61,  70 

I 

lUini  Theatre  Guild,  32,  47 
Incidental  music,  225,  227-228 
Indoor  theaters,  21,  47 

{See  also  Blackfriau-s  theater) 
Inner  stage,  1 8-2 1 

curtains  for,  20-21,  64-67 

door  in,  20 

evolution  of,  19-21 

examples  of  scenes  on,  35-39 

measurements  of,  at  the  Globe,  19-20 

use  of,  20,  34,  39-41 

window  in,  20 
Innyards,  entrances  to,  for  audience  and 
actors,  1 1 

gallery  of,  used  for  acting,  22 

restriction  of  use  of,  for  plays,  5-6 

seating  accommodations  in,  1 3 

influence    of,    on    the    Elizabethan 
theater,  13-14 

sources  for  illustrations  of,  82-83 

stages  used  in,  15 

use  of,  by  players,  5,  7,  99 
Instruments,  musical,  89,  228-232 
Interior  scenes,  lighting  of,  47,  49 

staging  of,  34,  39,  40 
Interlude  players,  95,  1 17 
Interludes,  origin  and  development  of,  2 18 
Intermedio,  219 

Italian  farthingale,  164-165,  166,  167 
Italian  gown,  170,  171 


Jig,  46,  120,  225 

Jocasta,  53 

Johnson,  Robert,  311 

bibliography  of  music  by,  249 

compositions  by,  for  use  in  plays,  262, 
277,  292,  306,  308,  310 
Joint  stools,  61,  63 
Jones,  Inigo,  designs  by,  for  Cymbeline,  71 

influence  of,  on  theatrical  production, 
53,  71,  148,  203 
Jones,  Robert,  311 

recordings  of,  321,  322 
Jonson,  Ben,  141,  277,  278,  304 
"Journey,"   representation   of,    on   stage, 

igrz.,  128,  271 
Julius  Caesar,  102 

darkness  in,  48 

music  for,  263-265 

staging  of,  68,  69 
"Juttey  forwards,"  i  3,  87 

K 

Kempe,  William,  loin.,  102 

acting  career  of,  1 06- 1  08 

membership    of,    in    Globe    syndicate, 
7,  106,  107 

morris    dance    by,    from    London    to 
Norwich,  107 

parts  played  by,  107,  108 

Shakespeare's  possible  satirizing  of,  108 

woodcut  of,  108 
"Kemp's  Nine  Dais  Wonder,"  107 
Kerchief,  175 
Kernodle,  George  R.,  53 
Kibby  dance  step,  305 
King  John,  55;:. 

influence  of  company  personnel  on,  102 
King  Lear,  darkness  in,  48 

influence    of   company    personnel    on, 
103,  109,  III 

music  for,  281-282 

staging  of,  70 
King's  Men,  54,  71,  100,  145,  226,  277 
Kirtle,  165,  166,  168 
"Kit"  (fiddle),  306 
Knack  to  Know  a  Knave,  A,  108 


Jacket,  185 

"Jagging"  (trimming),  202 
James  I,  173,  203 

patronage  of  drama  by,  97-100 
Jerkin,  184-185,  187 
Jester,  costume  of,  95,  1 49,  1 82 


Lanterns,  use  of,  to  symbolize  darkness, 

48-50 
Lavolta,  191,  246-247 

music  for,  247 

recordings  of,  323 

steps  of,  246-247 
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Lawrence,  William  J.,  ii8,  226,  277,  278 

Leicester,  Earl  of,  106,  190,  247 

Leveredge,  Richard,  286-287,  311 

Lighting,  46-50,  88 

Lists,  representation  of,  58 

Liturgical   plays    {see   Medieval   religious 

drama) 
Locke,  Matthew,  311,  315 

music  for  Macbeth  by,  278 
Lodge,  Thomas,  97 
Long  Pa  van,  238 
Look  about  You,  1 1 7 
Loose  gown,  172,  173,  206 
Lord  Chamberlain's  Men,  99-100, 104, 107 
Lord  Strange's  Men,  104,  106 
"Lords'  room,"  10 
Love's  Labour's  Lost,  123 

dances  for,  287-289 

influence    of   company    personnel    on, 

102,  1 10,  114 
music  for,  287-289 
recordings  of  songs  from,  32 1 
revival  of,  287 

staging  of,  55 
Lowin,  John,  loin.,  102 
Luiley,  William,  294,  311 
Lully,  Jean  Baptiste,  31 1 

bibliography  of  music  by,  248,  249 
Lute,  65,  231 

recordings  of,  324 
Lycurgos  Theater  of  Dionysus,  1 6 
Lyly,  John,  53,  219,  311 

M 

Macbeth,  206 

"cloud"  in,  70,  71 

dagger  in,  70 

dances  for,  275-279 

darkness  in,  48 

Davenant's  version  of,  278 

influence    of   company    personnel    on, 

103,  109,  III 
lighting  of,  48 

music  for,  275-279,  315 
revision  of,  by  Middleton,  277-278 
staging  of,  35-37,  70,  72,  74 
Machinery     for     raising     and     lowering 
objects  and  persons,  70-72 
location  of,  28 
noise  of,  16,  70-71 
sources  for  illustrations  of,  88 
use  of,  in  early  theaters,  28,  52 

in    Elizabethan    playhouse,    16,    51, 
70,  71 
Make-up,  207,  213 


Mandilion,  185,  189 

Marais,  Marin,  311,  324 

Marches,  258 

Marlowe,  Christopher,  97,  103,  119,  149 

Mary,  Queen  of  Scots,  95,  145,  160,  161 

Masks,  use  of,  in  classical  theaters,  10,  117 

by  Elizabethan  women,  93,  180 
Masque  of  Oberon,  The  (Ben  Jonson),  304- 

305 
Masque    of    Queens,     The    (Ben    Jonson), 

268,  277,  278 
Maypole  dances,  233,  253 
Measure  for  Measure,  102 

influence  of  company  personnel  on,  1 09 
music  for,  300 
Medici  collar,  174 

Medieval    religious    drama,    background 
for  stage  in,  16-17 
color  symbolism  in,  151 
indication  of  place  in,  1 9 
music  in,  217-219 

presentation  of,  in  Cornish  rounds,  9 
properties  used  in,  52 
shelter  for  actors  in,  27 
sources  for  illustrations  of,  81 
(See  also  Cycle  plays) 
Memorial  Theatre  (see  Stratford-on-Avon) 
Mendelssohn,  Felix,  294«.,  311 
Men's  costume  (see  Costume,  for  men) 
Merchant  of  Venice,  The,  64,  143 

costume  for  Launcelot  Gobbo  in,  204 

darkness  in,  48 

influence    of   company    personnel    on, 

102,  108,  1 10,  III,  113,  114 
music  for,  289-290 
recordings  for  use  in,  324 
staging  of,  35-39 
casket  scene,  66 
Jessica's  elopement,  25,  45 
trial  scene,  20,  38 
Merry  Wives  of  Windsor,  The,  225,  227 
dance  in,  253,  299 
influence    of  company    personnel    on, 

102,  109 
music  for,  299 
staging  of,  60 
Middle  stage,  19,  34,  39-41 

examples  of  scenes  on,  35-39,  58 
Middleton,  Thomas,  revision  of  Macbeth 

by,  277,  278 
Midsummer  Night's  Dream,  A,  4.S,  121,  123, 
226 
dances  for,  253,  290-294 
influence    of  company    personnel    on, 
108,  114 
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Midsummer  Nighfs  Dream,  A,  music  for, 
290-294 

overture  for,  290-291 

recordings  for  use  in,  323 

staging  of,  35,  37-39 
Mielziner,  Jo,  24 
Military  costume,  206-207 
Miller,  Arthur,  24 

Minstrels'  gallery  {see  Musicians'  gallery) 
Miracle    plays     {see    Medieval    religious 

drama) 
Misogonus  (Thomas  Rycharde),  303 
"Mole  hill"  (property),  56 
Monmouth  cap,  195,  196 
Monteverdi,  Claudio,  311 

recordings  of,  323 
Morley,  Thomas,  311 

bibliography  of  music  by,  245,  247 

compositions  by,  for  use  in  plays,  285, 
287,  296,  301 

recordings  of,  321,  323,  325 
Morris  dance,  107,  234,  244 

{See  also  Dances) 
Much  Ado  about  Nothing,  64,  143,  182 

dances  for,  296-299 

influence    of   company    personnel    on, 
102,  105,  no,  114,  115 

music  for,  296-299 

recordings  of  song  from,  for  use  in,  321, 
322,  324 

staging  of,  35,  36,  38,  57 
ball  scene,  20,  66 
Muckinder,  200 
Muff,  200 
Muffler,  175 

Multiple  disguise,  11 7-1 18 
Mundy,  William,  262,  311 

recordings  of,  322,  324 
Music,    achievement   in,    in    Elizabethan 
England,  219-^23 

allusions  to,  in  Shakespeare's  plays,  223 

association  of,  with  early  drama,  217- 
219 

bibliography  for,  312-313 

for  dances,  256-310 

demand  for,  by  Elizabethan  audience, 
224 

influence  of  the  dance  on,  235 

performers  of,  in  Elizabethan  produc- 
tions, 226-227 

properties  attributed  to,  221,  223 

recognition  of,  at  the  universities,  221 

recordings  of,  for  use  in  the  plays,  319- 
326 

in  Shakespeare's  plays,  256-310 


Music,  selections  of,  for  use  in  the  plays, 
315-318 
simplicity  of,  in  innyard  productions, 

224 
supernatural,  259 

types  of,  in  the  playhouses,  225-226 
use  of,  to  drown  noise  of  machines,  16, 

71 
{See  also  Musical  instruments) 
Musical  instruments,  89,  228-232 
Musicians,  location  of,  in  playhouse,  225 
Musicians'  gallery,  curtains  for,  67 
in  Great  Halls,  22 
origin  of,  25-26 

use  of,  in  Elizabethan  playhouse,  25-27, 
34.  225 

N 

Nash,  Thomas,  97 

National  costume,  148 

Naylor,  Edward  W.,  217,  285,  299,  301 

Neckwear,  for  men,  194-195 

for  women,  174-175,  176,  177 
Nest  of  Ninnies,  A  (Robert  Armin),  109 
Netherstocks,  1 90-1 91 
Neusiedler,  Hans,  311 

recordings  of,  324 
Nicoll,  Allardyce,  71,  72 
Night,  representation  of,  47-50 
Nightcap,  195,  196 
Nightgown,  173,  206 
"Noises"  {see  Strolling  musicians) 
"Noises  heard  off,"  74 
Norcome,  Daniel,  311 

recordings  of,  324 
Northward  Hoe,  64 


Oes,  200 

Olivier,  Sir  Laurence,  125,  127,  134^. 

Open  hose,  186,  190 

Orchesography  (Thoinot  Arbeau),  247,  308 

Organ-pipe  ruff,  194 

Ostler,  William,  loin.,  103 

Othello,  146,  206 

darkness  in,  48 

influence    of   company    personnel    on, 
103,  109,  III 

music  for,  279,  281 

recording  of,  1 34/1. 

recordings  of  songs  from,  321 

staging  of,  34-35,  41,  62 
Overture,  225,  286;/.,  290-291 
Oystermayre,  Jehan,  24,  285,  311 
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Pageants,  15,  52,  8i,  96 

{See  also  Cycle  plays) 
Pages,  functions  of,  47,  66 
Painted  cloths,  17^.,  51,  52,  64,  67 
Palamon  and  Arcite,  53,  144 
Palestrina,  Giovanni,  311 

recordings  of,  321 
Panes,  186,  188 
Pantofle,  182 
Parley,  258 
Parsons,  Robert,  311 

bibliography  of  music  by,  3 1 5 
Partkenia,  317 
Passamezzo,  238 

Patronage  of  acting  companies,  98-100 
Pavan,  234,  236-240 

music  for,  239-240,  315,  317 

recordings  of,  323-325 

steps  of,  236-240 
Pavan  en  suite,  272 
Pavane  d'Espagne,  238-239 
Peele,  George,  97 
Peerson,  Martin,  311 

recordings  of,  324,  325 
Pericles,  309-310 

influence  of  company  personnel  on,  no 

music  for,  309-3 1  o 

staging  of,  41,  58 
Perranzabulo  {see  Cornish  round) 
Petticoat,  161-162,  166,  168 
Pezel,  Johann,  290,  31 1 

recordings  of,  323 
Phillips,  Augustine,  loin.,  102,  114 

membership  of,  in  Globe  syndicate,  7, 
106 

parts  played  by,  i  lo-i  1 1 
Phonograph,  use  of  {see  Recordings) 
Piccadills,  187,  200-201 
Pilkington,  Francis,  3 1 1 

recordings  of,  322 
Pillars  of  the  "shadowe,"  28 
Pinking,  187,  202 
Pipes,  230 

recordings  of,  323 
Pipkin,  179,  180 

"Placard,"  165-166,  167,  168,  169 
Place,  indication  of,  18-19,  127-128 
Platform  stage,  10,  14-16,  21 
Plautus,  96 

Playhouses  in  Elizabethan  London,  num- 
ber of,  7 

{See  also  Fortune;  Globe;  Rose;  Swan; 
Theater) 


Points,  201 

Pomander,  201 

Pope,  Thomas,  loin.,  102 

membership  of,  in  Globe  syndicate,  7, 
106 

parts  played  by,  1 1  o 
Prince's  Men,  149 
Prison  scenes,  staging  of,  21,  40 

in  Cymbeline,  41 
Private  theaters,  21,  47 

{See  also  Blackfriars  theater) 
Prologue,  heralding  of,  225,  258 

method  of  speaking  by,  1 28 
Properties,  51-73 

extent  of,  51-55 

in  early  productions,  51-52 

in  Elizabethan  productions,  52-55 

handling  of,  in  Elizabethan  playhouses, 
20,  21,  38,  70-72 

increasing  elaborateness  of,  in  Shakes- 
peare's plays,  54-55 

machinery  for  handling  of,  29,  70-72 

sound-effect,  29,  73-74 

sources  for  illustrations  of,  88-89 

Storage  of,  in  Elizabethan  playhouses, 

29,  31 
suggestions    for    modem    productions, 

55-73 
acting,  68-73 
scenic,  55-58 
utility,  58-68 
use  of,  to  link  inner  and  middle  stages, 
20 
Pumps,  181 
Purcell,  Henry,  311 

bibliography  of  music  by,  317 
as  composer  of  Macbeth  music,  278 
recordings  of,  325 
Puritans,  opposition  of,  to  stage  produc- 
tions, 6,  96,  99,  115 
Pythagorean    theory    of   "music    of   the 
spheres,"  221,  223 


Queen's  Men,  98-99 
*'Quem  queritis,"  217 
"Quick-change"  artist,  11 7-1 18 
Quiller-Couch,  Sir  Arthur,  47-48,  128 
"Quirks,"  181 

R 

Rail,  174 

Railings  of  stages,  16,  22,  86 
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Raised  roses,  i8i,  201 
Raleigh,  Sir  Walter,  1 15-1 16,  190 
Ralph  Roister  Doister,  2 1 8 
Ravenscroft,  Thomas,  291,  294,  311 

bibliography  of  music  by,  317 
Rebato,  201 
Recorder,  230 

recordings  of,  323 
Recordings,  for  use  in  plays,  319-326 

use  of,  for  entr'acte  music,  227-228 
Restoration  stage,  21-23 
"Retreat,"  258 
Rhenanus,  Johannes,  93 
Rice,  John,  loin. 
Richard  11,  226 

influence    of  company    personnel    on, 
102,  no.  III 

music  for,  258,  259 

recording  of,  1 34n. 

recordings  suggested  for,  320 

staging  of,  36,  58 
Richard  III,  1 2 1 

influence  of  company  personnel  on,  1 02 

music  for,  258,  259 

recordings  for  use  in,  320,  322 

staging  of,  35,  36,  45,  69,  1 51-152 
Richardson,  Sir  Ralph,  125,  126 
Robe,  for  men,  192,  193 

for  women,  172 

{See  also  Gowns) 
Robeson,  Paul,  134/1. 
Robinson,  Richard,  loiw. 
Rolls  or  wings,  1 70 

Roman  theater,   actors  of,  after  decline 
of  Empire,  95 

background  for  stage  in,  16 

in  Britain,  9 

machinery    for    raising    and    lowering 
objects  and  persons  in,  52 

masks  used  in,  10 

seating  plan  of,  12 

shape  of,  9 

shelter  for  actors  in,  27 

sources  for  illustrations  of,  81 

stage  of,  15,  22 
Romeo  and  Juliet,  dances  for,  270-273 

darkness  in,  48 

influence    of  company    personnel    on, 
102,  105,  III 

lighting  of,  49-50 

music  for,  270-273 

recordings  for  use  in,  322,  324 

staging  of,  35,  36,  151 
balcony  scene,  25,  45 
ballroom  scene,  20,  62«.,  66 


Romeo  and  Juliet,  staging  of,   "journey," 
igrz.,  128,  271 
tomb  scene,  57 
wall  scene,  56 
"Rooms"  in  the  Elizabethan  theater,  13 
Rose  (playhouse),  23,  46 
Rose  hedge  (property),  56 
Rosseter,  Philip,  3 1 1 

recordings  of,  323 
Round  dance,  origin  of,  233,  253 

recordings  of,  323 

singing  of  accompaniment  to,  291 

survival  of,  233,  234 

use  of,  in  plays,  253 

{See  also  Dances) 
Round  gown,  171,  171 
Round  hose,  188 
Rufl"  a  la  confusion,  1 94 
Ruffs,  for  men,  194-195 

in  modern  production,  205-206 

for  women,  174-175,  176,  177 
Rushes  on  stage  floor,  16,  22,  67-68 
Russell,  Anne,  226 
Rycharde,  Thomas,  303 


Sackbut,  230 

Safeguard,  173-174 

Sands,  John,  1 15 

Satyr  dance  in   The   Winter^s   Tale,  304- 

305 
"Scaff"olds,"  12 
Scarf,  for  men,  195,  207 

for  women,  1 75 
Scenery  {see  Properties,  scenic) 
Scenic  walls,  88 
Schein,  Johann  Hermann,  311 

recordings  of,  323 
Schmid,  Bernard,  249,  31 1 
Schubert,  Franz,  283,  286-287,  311 
"Scissoring,"  202 
Scott,  Joseph  W.,  32 
Screens,  carved,  17,  22 

use  of,  for  simplified  staging,  43-44 
Second  Globe,  "jn.,  99-100 

{See  also  Globe) 
Sellenger's  Round,  253-254,  291,  299 
Senate,  seating  of,  in  Julius  Caesar,  68 
Seneca,  96 
Sennet,  259 
Settles,  60-61,  63 
Shade  or  shadow  (headwear),  177,  179, 

180 
"Shadowe"  (stage),  28,  29,  47 
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Shakespeare,  William,  as  actor,  loin.,  119 
comments  of,  on  acting,  1 21-125 
as  director,  1 21-125 
as  member,  of  the  Chamberlain's  Men, 

99 
of  the  Globe  syndicate,  7 
plays  of,  influence  on,  of  acting  person- 
nel, 100,  102-104,  1 13 
of  audience,  128-129 
of  Globe  theater,  7-9 
of  "star"  system,  103-104 
Shakespearean  songs,  recordings  of,  321, 

323 

scores  for,  315-316 
Shakespeare's  company,  101-125 

classification  of  members  of,   11 2-1 16 

doubling  in,  1 17-1 19 

finance  of,  1 12-1 13 

influence  of  acting  traditions  on,  1 1 9- 
120 

numbers  in,  111-112,  117 

personnel  of,  1 01 -131 

influence  of,  on  plays  produced,  100, 
102-105,  108-111,  1 1 3-1 1 5 

training  of  actors  in,  120-125 
Shancke,  John,  loin. 
Sharers  in  Elizabethan  companies,  loi- 

103,  112 
Shaw,  George  Bernard,  14 
Shawm  (see  Hautboy) 
Shelter,  for  actors,  27-28 

for  audience,  14 
Ships,  staging  of  scenes  on,  22,  26,  41,  58 
Shirt  for  men,  183 
Shoes,  for  men,  1 9 1 

for  women,  1 81-182 
Shrubs  (property),  56-57 
Shute,  John,  53 
Side  sleeves,  169-170,  177 
Sideboards,  62 

Sidney,  Sir  Philip,  iS^n.,  190 
Sign  of  the  Globe,  29 
Single-unit  settings,  examples  of,  34-35 
Sir  Roger  de  Coverley  (dance),  233,  254 

music  for,  303 
Sir  Thomas  Moore,  1 1 7 
Skene,  16 

Slashing,  187,  202 
Sleeve-hand,  170,  175 
Sleeves,  for  men,  184-185,  187,  189 

for  women,  169-170,  177 
Slippers,  181 
Slops,  143,  186,  188-190 
Sly,  William,  loirz.,  102,  103,  in 
Smith,  John  Christopher,  307,  311 


Smock,  161,  163 

Soliloquies,  methods  of  speaking,  1 28 
Songs  (see  Shakespearean  songs) 
Sound-effect    properties    in    Elizabethan 

theater,  29,  73-74 
Sound  eff'ects,  73-74 

recordings  of,  74,  320,  325-326 
Spanish  cap,  179,  180 
Spanish  cloak,  189 
Spanish  coat,  189 
Spanish  farthingale,  164,  166 
Spanish  pa  van,  238-239 
Stage  door,  evolution  of,  10,  17-18 
Stages,  types  of,  15-16 
Staging,  3-89 

bibliography  on,  75-80 
Elizabethan  and  Jacobean,  3-31 
modern,  32-50 
properties  used  in,  51-73 
sound  efi'ects  used  in,  73-74 
sources  for  illustrations  of,  80-89 
suggestions   on,   for   specific   plays    (see 
titles  of  plays) 
Stairways,  to  galleries,  11 -12 
gates  for,  14 

from  inner  to  balcony  stage,  20 
"Star"  system,  10,  103-104,  119 
"Star  traps,"  16 
Stays,  162,  163,  204-205 
Stevens,  Richard  J.  S.,  298,  311 
"Still"  music,  225-226,  259 
"Stinkards,"  14 
Stockings,  Malvolio's,  i59n. 
for  men,  1 90-1 91 
for  women,  1 80-1 81 
Stomacher,  165-169,  167,  168 
Stonehenge,  9 
Stools,  60-61,  63 
Stratford-on-Avon,  Memorial  Theatre  at, 

18,  95/z. 
Street   theaters,   effect   of,   on   playhouse 
productions,  52,  53 
in  Elizabethan  England,  96 
indication  of  place  in,  19,  22 
stages  used  in,  15,  19 

sources  for  illustrations  of,  82 
Streete,  Peter,  7 
Strolling  musicians   ("noises"),   222-223, 

227,  260 
Strolling  players,  94-95 

numbers  of,  in  a  group,  1 1 7 
stages  used  by,  15 

sources  for  illustrations  of,  82 
Sullivan,  Sir  Arthur,  298,  31 1 
Summers,  Will,  149 
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Summer^ s  Last  Will  and  Testament,  225 

Supernatural     appearances     and     disap- 
pearances, staging  of,  21,  70-72 

Supernatural  figures,  placing  of,  on  stage, 
27 

Supernatural  music,  259 

Supportasse,  201 

Swan  (playhouse),  46 

drawing  of,  by  De  Witt,  14^.,  27,  29^. 

Sword  dance,  234 

Symbolic  costume,  148-149 

Symbolism  of  color,  in  costume,  1 51-152, 
157-160 
in  curtains  of  stage,  64 


Tableaux  vivants,  149 

sources  for  illustrations  of,  82 
Tables,  Elizabethan,  62,  63 
Tabor,  228 

Tabourot,  Jehan  (see  Arbeau,  Thoinot) 
Tambourine,  229 
Tamerlane,  103,  119,  146 
Taming  of  the  Shrew,  The,  147/2.,  225 

influence    of  company    personnel    on, 

102,  108,  114,  115 
music  for,  295 
staging  of,  35 

Tarleton,  Richard,  98,  108,  143 
Tarras,  description  of,  24-25 

examples  of  scenes  on,  35,  36,  70 

use  of,  24-25,  34,  39-41,  55-56 
Taylor,  Joseph,  loin. 
Tempe  Restored,  7 1 
Tempest,  The,  148,  226 

dances  for,  305-308 

elaborateness  of  staging  for,  54 

flying  apparatus  in,  71 

influence    of   company    personnel    on, 

103,  no 
music  for,  305-308 
recordings  for  use  in,  325 
recordings  of  songs  from,  32 1 
staging  of,  27,  36,  37,  58,  73 

Tents,  representation  of,  57 
Terence,  96 

Thatched  roofs  in  theaters,  1 3,  29 
Theater  (playhouse),  104 

background  of  the  stage  in,  1 7 

building  of,  4-6 

diagrams  of,  18,  23 

dismantling  of,  7,  11 

entrances  and  exits  for,  r  i 

Lord  Chamberlain's  Men  at,  99 


Theater  (playhouse),  as  model  for  future 
theaters,  7 

plan  of,  influences  determining,  6-9 

selection  of  site  for,  6 

stage  doors  in,  17-18 
{See  also  Elizabethan  theater) 
Thomas  of  Woodstock,  1 47 
Thorndike,  Ashley  H.,  304 
Thrones,  60-61,  63 
"Thrusting  out"  of  properties,  21 
Thunder,  representation  of,  28 
Timon   of  Athens,    influence   of  company 
personnel  on,  103,  109 

music  and  dances  for,  284-286 
Tippet,  175 

Tiring  house,  18,  23,  34 
Titus  Andronicus,  68-69,  ^^o,  257 

contemporary  illustration  for,  146-147, 
148 

staging  of,  57 
Tomb,  representation  of,  57 
Tomkins,  Thomas,  288,  311 

bibliography  of  music  by,  240 

recordings  of,  322,  324 
Tooley,  Nicholas,  10 in.,  103 
Torches  to  symbolize  darkness,  48-50 
Traps  and  trap  doors,  in  balcony  stage,  22 

in  "heavens,"  70 

in  inner  stage,  21 

in  platform  stage,  16 

sources  for  illustrations  of,  88 
"Traverses,"  67 
Trees  (property),  56-57 
Trimmings  for  costumes,  152,  198-202 
Troilus  and  Cressida,  102,  121,  226 

music  for,  265-267 
Trumpet,  231 

(See  also  Fanfare;  Flourish) 
Trunk  hose,  186 
Trunk  sleeve,  169 
Tucket,  259 
Twelfth  Night,  i^gn. 

influence    of  company    personnel    on, 
102,  109,  III,  114,  115 

music  for,  301-302 

recordings  of  songs  from,  32 1 

staging  of,  56 
Two  Gentlemen  of  Verona,  The,  influence  of 
company    personnel    on,    102,    108. 
no,  114 

music  for,  286-287 

staging  of,  54 
Two  Maids  of  Moreclacke  (Robert  Armin), 

109 
"Two-penny  rooms,"  13 
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Tyde  Tarrieth  for  No  Man,  The,  1 1 7 
Tye,  Christophetj  3 1 1 
recordings  of,  32 1 


u 


Undersleeve,  169,  177 

Underwood,  John,  loin.,  103 

University  Wits,  96-97 

Unlocated  exteriors,  staging  of,  34,  39,  40 

Upperstocks,  188-190 

Upstairs  rooms,  staging  of  scenes  in,  25,  34 

Utility  properties  {see  Properties) 


Vautor,  Thomas,  311 

recordings  of,  322 
Vavasour,  Anne,  162,  190 
Velazquez,  165 
Venetians,  186,  190 
Victoria  and  Albert  Museum,  162 
Viol,  232 

recordings  of,  324 

scores  for,  317 
Virginals,  232 

recordings  of,  323-325 

scores  for,  316-318 
Virginia  reel  {see  Sir  Roger  de  Coverley) 
Visscher's  "View  of  London,"  29 
Vitruvius,  52 

Voice,    use    of,    by    the    Shakespearean 
actor,  129-130 


w 


Waistcoat,  183 

"Waits"  {see  Hautboy),  229 

Walls   {see  City  walls  and  gates;   Scenic 

walls) 
Walsingham,  Sir  Francis,  98 
Ward,  John,  311 

recordings  of,  322 
Wardrobe  room,  29 
Watchtower,  representation  of,  26 
Webster,  John,  47 
Webster,  Margaret,  147^. 
Weelkes,  Thomas,  282,  31 1 

recordings  of,  322,  324 
Welsh  song  in  /  Henry  IV,  ii^n.,  226,  260 
Wheel  farthingale,  164-165,  167,  168 


Whisk,  175,  177,  195 

White  Devil,  The  (John  Webster),  47 

Whole  hose,  188 

Whorf,  Richard,  1 51-152 

Wickets  in  stage  doors,  1 7 

Wilbye,  John,  31 1 

recordings  of,  322,  323 
Wilson,  Jack,  1 15 
Wilson,  John,  300,  303,  311 
Wimple,  175,  180 
Window  stages,  25 

curtains  for,  67 

use  of,  34,  36-40 
Windows,  in  balcony  stages,  22 

in  inner  stage,  20 
"Winds  his  horn,"  259 
Wings  or  rolls,  170,  184 
Winter's  Tale,  The,  148 

dances  for,  302-305 

elaborateness  of  staging  for,  54 

indebtedness  of,  to  Jonson  (?),  304 

influence    of   company    personnel    on, 
103,  1 10 

music  for,  302,  305 

staging  of,  20,  35 
Witch,  The  (Thomas  Middleton),  277 
Witches  in  Macbeth,  scene  of  Hecate  and, 
277 

staging  of,  70,  72 
Wither,  George,  298,  311 
Women's     costume     {see     Costume,     for 

women) 
Women's  parts,  importance  of,  in  Shake- 
speare's plays,  1 1 3-1 14 

modern  playing  of,  1 15-1 16 

in  Shakespeare's  company,  11 4-1 15 

types  of,  in  Shakespeare's  plays,  1 14 
Wooing  dances,  234,  244,  245 
Worcester's  Men,  107 
World  Tost  at  Tennis,  The,  1 49 
Wright,  James,  51 


X  chair,  60,  63 


Yale  University  Theater,  46 
"Yard,"  14 
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